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Now, from... 


REQUEST for proposats 
artists’ book residencies. 


Montage 93 seeks proposals FoR ARTISTS! 80oKS, WiTH 

EMPHASIS ON BOOKWORKS GENERATED BY ELECTRONIC MEDIA 
COMPUTER, VIDEO, COPY MACHINE. SELECTED ARTISTS WILL 

PRODUCE OFFSET EDITIONS AT VISUAL STUDIES WoRKsHOP PRESS, 

RocHESTER, NY, DURING ONE MONTH RESIDENCIES IN THE WINTER 
AND SPRING OF 1993. ARTISTS WILL RECEIVE 45,000 FOR 

HONORARIA AND TRAVEL EXPENSES, PLUS MATERIALS ALLOTMENT, 

PRESS TIME, AND HOUSING. SUBMISSION DEADLINE: SEPTEMBER 
15, 1992. INFORMATION AND SUBMISSION PROCEDURES: 

Monae 93, 31 Prince STREET, RocHEsTER, NY 14607, USA 

PHONE (716) 442-8898; 


FAX: (716) 442-8931 


Editor and designer 
(Rudy VanderLans ) 
& 
Editorial consultant 
( Alice Polesky ) 
& 
Emigre Fonts 
( Zuzana Licko ) 
& 
DISTRIBUTION AND SALES, 
1 (800) 944 9021 
(TIM STARBACK ) 
& 
TECHNICAL CREW 


(916) 451 4344 
(JOHN KESSLER ) 


NeW FONT RELEASES: AVAILABLE NOW | 


Matrix seript 
Ne P 


(Book, Regular & Bold ) 


Matrix Inline Script 
Matrix inline Extra Bold 


(Designed by Zuzana Licko) 


Arbitrary Sans 


( Regular & Bold ) 


(Designed by Barry Deck) 


UPcomMiNG FONT RELEASES 


ARBITRARY SANS ITALIC BY BARRY DECK 


EXOCET & MANSON BY JONATHAN BARNBROOK 


(Shown in this issue) 


MISSIONARY BY MILES NEWLYN 


(Shown in this issue) 
& 


REMEDY BY FRANK HEINE 


(Shown in this Issue) 


New RELEASE 


AUDIOAFTERBIRTH 
COMMBINE 


CRANBROOK GRADUATE P. SCOTT MAKELA COLLABORATED WITH 
STUDIO WHIZ KEITH LEWIS ON THIS LONG AWAITED RELEASE WHICH 
WELDS TOGETHER INFLUENCES OF SEVENTIES PUNK WITH NINETIES HIP 
HOP BY WAY OF A TECHNOLOGICAL ASSAULT THAT WILL BROADEN 
YOUR NOTION OF INDUSTRIAL MUSIC. AS IN HIS RIVETING DESIGN OF 
THE RECENT CATALOG FOR THE MINNEAPOLIS COLLEGE OF ART AND 
DESIGN, MAKELA CREATES, IN HIS MUSIC TOO, AN EXCITING BALANCE 
BETWEEN THE FAMILIAR AND THE UNEXPECTED. CD AND CASSETTE 
PACKAGING DESIGNED BY P. SCOTT MAKELA. 


CD: 13.00 
ols 


SS Cassette $8.00 


plus $2.50 sth. 


(eith Lewis it and P. Scott Makela are Audloafterbirth) 


(ON THE OTHER SIDE OF THE COIN, HOWEVER, BARRY DECKS AND SUSAN LAPORTE’: TYPEFACES ARE cts. DUFONT’s WEREN'T BAD EITHER. KEEP UM THE GREAT WOAK 


Dear Emisre 


THANK YOU FOR THE YEANS OF EXPERIMENTATION AND DECONSTRUCTIVISH FEATURED IN TOUR MAGAZINE. AS WAS TO HE EXPECTED GOOD THINGS EVENTUALLY “CATCH ON,” AND THE Emigre DEA 1s KO EXCEPTION, TWE POPULARITY AND AECOGNITION OF THIS STAONG HOVEMEMT To REDESION DESION 
ENVINONMENT OF POPULAK CULTUNE AND IN A FEW YEARS WILL RE CLASSIFIED IN DESIGH ANNUALS AB “THE EMIGRE STYLE.” | DON'T MEAN TO aF=M arrTER, LAM NAPPY SUCCESS, UT NOW ALL OF US THAT MAYE LONG LOOKED TO EmIsre FON INSPIRATION AND A TASTE OF THE AVANT GARDE 


Dear tmisre 


= 
FJUTR ORE, 


eo. 
fag 


ens s THe nev issue oF Furore 


TWis ALL HAPPENED BECAUSE OF YOU, AND THE INTERVIEW WE DID Ix Emisre No, 17) NOTA0ON AFTEN THAT I WAS INVITED TO PARTICIPATE (NA ROOK MANET, SELLING OLD SUES OF Furore HAVING 


Dear Emisre 


Mark Herper, Norbolt. Enstana 


‘Request received by fax.) 
Tih WOULD LiKE 


i 2et10 Tyre 


Gustave Portela, Rio de Janeire. Braz 


(Since publishing the work and writings of Nick Hell In Emigre t22 we have received two requests from people who seemed to be Interested in buying Zclig, and one request from someone interested in purchasing Psycholl! ) 


Hakuo Trading Company, 54 oisteisutor oF Emigre MAGAZINE 
AND EMIGRE FONTS IN JAPAN, RECENTLY PUBLISHED "THE EMIGRE FONT 
Book.” THIS OVERSIZED, RING-BOUND PUBLICATION FEATURES PRINTED 

ALPHABETS OF MANY EMIGRE FONTS INTENDED FOR USE AS CLIP ART 

GRAPHIC DESIGNERS IN JAPAN ARE SLOWLY MAKING THE TRANSITION TO THE 
MACINTOSH AND MANY STILL PRODUCE MECHANICALS USING TRADITIONAL 

PASTE-UP TECHNIQUES. THE BOOK, WHICH IS NOT EXACTLY CHEAP (IT SELLS 

FOR THE EQUIVALENT OF $2301), IS A BIG SUCCESS AND SOLD OVER 600 copies 
IN THE FIRST WEEK OF PUBLICATION 
THE BOOK IS NOT DISTRIBUTED OUTSIDE JAPAN, BUT IF YOU ARE INTERESTED 
YOU CAN CONTACT HAKUO DIRECTLY. THEIR ADDRESS IS LISTED IN THE BACK OF 
THIS MAGAZINE 


(What's nexe? Emigre fonts cast in ead, perhaps?) 


- EMIGRE 
- pont 
- BOOK 


No. 


ULPRIT 


DUE TO THE NATURE OF OUR MAGAZINE, WE HAVE ALWAYS EXPECTED AND RECEIVED 
MUCH CRITICISM. TO A CERTAIN DEGREE, WE HAVE TRIED TO ENTICE PEOPLE TO REACT 
TO OUR WORK AND THE WORK WE PUBLISH AS WE HAVE SET OUT TO QUESTION SOME 
OF THE ESTABLISHED RULES AND TRADITIONS THAT EXIST WITHIN GRAPHIC DESIGN 
AND, ALTHOUGH IT IS NOT OUR GOAL, WE ALWAYS EXPECTED TO GET CERTAIN 
DESIGNERS QUITE MAD, AND RIGHT WE WERE. IN AN INTERVIEW IN Print MAGAZINE, 
NOTED NEW YORK DESIGNER MASSIMO VIGNELLI BECAME SO OUTRAGED AT OUR WORK 
(ALTHOUGH IT Is UNCLEAR TO ME WHETHER HE WAS REFERRING TO MY ART DIRECTION 
OF Emigre OR THE WORK FEATURED IN THE MAGAZINE) THAT HE SPENT A GooD 
PORTION OF HIS INTERVIEW TALKING ABOUT US AND THE “TYPOGRAPHIC GARBAGE” WE 
PRODUCE INSTEAD OF HIS OWN WORK. 

WHAT | WAS NOT PREPARED FOR, HOWEVER, WERE THE MANY CALLS I RECEIVED AFTER 
THE INTERVIEW WITH MASSIMO VIGNELLI WAS PUBLISHED, FROM PEOPLE WONDERING 
WHY 1 DO NOT REPLY TO THESE TRASHINGS. THE REASON IS SIMPLE: BECAUSE WE 
WOULD BE DEFINING OURSELVES AND OUR WORK AS A REACTION TO THE CRITICISM OF 
OTHERS. AND THAT, I BELIEVE, 1S A WASTE OF TIME 

“BUT ISN’T GRAPHIC DESIGN SERVED BY THIS DEBATE?” THEY ASK, "WE ARE ALL EAGER 
TO FIND OUT WHAT IS GOOD AND WHAT IS BAD DESIGN.” | CAN UNDERSTAND THIS 
NEED, BECAUSE | AGREE THAT THIS HAS NEVER BEEN ANSWERED SATISFACTORILY 
PERHAPS AN ABSOLUTE ANSWER DOES NOT EXIST. To WHOM SHOULD THIS QUESTION BE 
DIRECTED, ANYWAY? OUR CLIENTS? THE PUBLIC? GRAPHIC DESIGNERS? GooD OR BAD 
DESIGN MEANS SOMETHING ENTIRELY DIFFERENT TO EACH OF THESE GROUPS. THAT 
QUESTION IS SIMPLY TOO BIG TO ANSWER. THEREFORE | CAN SYMPATHIZE WITH ED 
BENGUIAT WHEN, IN THAT SAME INTERVIEW IN Print, HE EVADED THE QUESTION BY 
STATING, "l AM NOT GOING TO SAY WHETHER WHAT THEY'RE [Emigre] DOING 1s GooD 
OR BAD, | JUST DON’T LIKE IT." 

THAT 1s PRETTY MUCH THE CRITERIA | USE WHEN EDITING AND DESIGNING Emigre. 
WHEN | REALLY LIKE SOMETHING, | USUALLY GO TO IT AND TRY TO FIND OUT MORE 
ABOUT IT. OF COURSE, THE WORK HAS TO BE CREATED WITH A GREAT DEAL OF 
DEVOTION AND INTEGRITY AND IT HAS TO HAVE A CERTAIN LEVEL OF ORIGINALITY 


WHETHER THIS CONSTITUTES "GOOD" DESIGN, HOWEVER, | WILL LEAVE UP TO YOU 

SO INSTEAD OF TRYING TO CONVINCE MASSIMO VIGNELLI THAT OUR WORK IS NOT 
ENTIRELY WITHOUT VALIDITY, | DECIDED TO IGNORE HIM, SAVE MY ENERGY, AND 
INSTEAD CONTINUE TO PUBLISH GRAPHIC DESIGN THAT | LIKE AND HOPEFULLY, IN THE 


PROCESS, TO POINT OUT ITS VALIDITY 


RuOY VANDERLANS 


PLEASE TARE NOTE OF 
OUR NEW ADDRESS! 


Emicre, 4475 "D" STREET 
Sacramento, CA 95819 


USA 


» By Gerard 
rau 
agers 


» 
Legibt eli 


« 


Sudden vy cecisiiry is unper stece. Waite 
PRINTED TEXT, JUST LIKE GOD, HAS BEEN DECLARED DEAD A 
FEW TIMES, LEGIBILITY, UNTIL RECENTLY, WAS STILL 
CONSIDERED SACRED. HOWEVER, DURING THE PAST FEW 
YEARS, MANY DOUBTS HAVE SURFACED. IN TRADE 
MAGAZINES, PANEL DISCUSSIONS AND IN THE HALLOWED 
HALLS OF GRAPHIC DESIGN, NEW INTERPRETATIONS OF 
LEGIBILITY ARE BEING CONSIDERED. WIM CROUWEL 
(graphic designer and director of the Museum 
Boymans-van Beuningen) WAS RECENTLY QUOTED AS 
SAYING THAT EVERYTHING WE KNEW ABOUT LEGIBILITY 
TWENTY YEARS AGO 1S NOW INVALID BECAUSE THE NOTION 
OF LEGIBILITY HAS BEEN STRETCHED SO MUCH SINCE THAT 
TIME, WE ARE INUNDATED WITH SO MANY DIFFERENT TEXTS 
IN SUCH VARIED MANIFESTATIONS THAT WE HAVE BECOME 
USED TO EVERYTHING AND CAN READ ANYTHING WITHOUT 
DIFFICULTY 

IN Eye No. 3 (May 1991), MICHELE-ANNE DAUPPE 
SUGGESTS THAT LEGIBILITY RELIED ON SET RULES AND 
COULD BE MEASURED AGAINST ABSOLUTE STANDARDS THAT 
WERE OBTAINED THROUGH OPTICAL RESEARCH. THOSE 


considerably less legible than words set in lower case 
Italics are also less legible and bold type can work, 
provided the inner spaces of the letters are clearly 
visible. Medium bold is very legible. Many readers 
prefer a text set in medium bold.” THE LAST CHAPTER OF 
THIS BOOK SHOWS ATTEMPTS AT CREATING COMPLETELY 
NEW LETTER SHAPES. 

SINCE 1968 SEVERAL ADDITIONAL INVESTIGATIONS HAVE 
BEEN PERFORMED, BUT THE RESULTS HAVE ADDED LITTLE TO 
WHAT SPENCER HAD ALREADY SCRAPED TOGETHER. THEY 
OFFER NO SHOCKING CONCLUSIONS THAT WOULD LEAD 
DESIGNERS TO PERMANENTLY RENOUNCE CERTAIN 
TYPEFACES OR TO ACCEPT ONE PARTICULAR TYPOGRAPHIC 
ARRANGEMENT AS THE ONLY CORRECT ONE. THE RULES THAT 
MICHELE-ANNE DAUPPE REFERS TO, IN FACT, DO NOT 
EXIST. 

YET RULES FOR LEGIBILITY CONTINUE TO PROLIFERATE. FOR 
INSTANCE, EFFORTS HAVE BEEN MADE TO ESTABLISH SANS 
SERIFS AS THE ONLY TRULY LEGIBLE LETTERS, OR, 
SIMULTANEOUSLY, TO DECLARE THEM ENTIRELY ILLEGIBLE 
SPENCER DESCRIBES HOW SCIENTISTS HAVE RESEARCHED 


RULES NO LONGER APPLY, SHE BELIEVES. THE STANDARDS 
ARE SHIFTING AND LEGIBILITY 1S PUSHED TO EXTREMES 
Two Issues oF Emigre MAGAZINE (No. 15, 1991 AND No 
18, 1991) CONTRIBUTE To THIS DISCUSSION. IN IssUE No 
15, JEFFERY KEEDY STATES THAT TOO MANY PEOPLE STRIVE 
TO OMIT AMBIGUITY (WHICH IS EXACTLY WHAT GooD, 
LEGIBLE TYPOGRAPHY AIMS AT), KEEDY BELIEVES THAT LIFE 
Is FULL OF AMBIGUITY, WHICH IS WHAT MAKES IT 
INTERESTING. His TYPEFACES EMPHASIZE THIS BELIEF 
IN THAT SAME ISSUE ZUZANA Licko PROCLAIMS "You read 
best what you read most," SHE HOPES THAT HER 
TYPEFACES WILL EVENTUALLY BE AS LEGIBLE AND EASY TO 
READ AS TIMES NeW ROMAN IS TODAY. SHE ALSO STATES. 
THAT LETTERS ARE NOT INHERENTLY LEGIBLE BUT BECOME 
MORE LEGIBLE THROUGH REPEATED USAGE, AND THAT 
legibility is a dynamic process.” IN 1ssuE No. 18, PHIL 
BAINES FULLY AGREES WITH THESE STATEMENTS AND GOES 
ONE STEP FURTHER WHEN HE ADDS THAT “the Bauhaus 
mistook legibility for communication.” THERE SEEMS TO 
BE A GENERAL CONSENSUS THAT THE ULTIMATE LEGIBLE 
TYPOGRAPHY IS EXTREMELY DULL. IT OVERSHOOTS THE 
MARK BECAUSE NO ONE FEELS INVITED TO READ IT 


THIS PROBLEM AND HAVE COME TO THE CONCLUSION THAT 
SANS SERIFS, UNDER CERTAIN CIRCUMSTANCES, ARE LESS 
LEGIBLE THAN LETTERS WITH SERIFS (BURT, 1959). YET A 
FEW YEARS LATER, SOME OTHER SCIENTISTS CONCLUDE 
THAT THERE 1S NO SIGNIFICANT DIFFERENCE BETWEEN 
READING SANS SERIFS OR SERIFS (TINKER, 1963 AND 
CHEETHAM AND GriMBLy, 1964). 


Where can we fFi9M4 syoce rience 


OPPONENTS OF SERIFS AND SANS SERIFS? HERE WE HAVE 
SOME CLEAR STATEMENTS: "Of all available typefaces, 
the so-called ‘Grotesque’ |... is the only one that 
spiritually fits our time.” AND: “The best experience | 
have had was with the so-called ‘Normal 
Akzidenzgrotesk,’ which generates a quiet and easily 
legible image." THEY ARE BY JAN TscHICHOLD FROM Die 
Neue Typographie PuBLisHeD IN 1928. IN THIS 
BEAUTIFUL BOOK, HE SHOWS HOW DEVELOPMENTS IN 
TYPOGRAPHY ARE CONNECTED WITH THOSE IN THE ARTS, 
SUCH AS SUPREMATISM, NEOPLASTICISM AND DADA. 
SCHICHOLD WAS SEARCHING FOR A TYPEFACE FOR THE 
MODERN AGE AND SANS SERIFS FIT THE BILL. AND JUST AS 
MANY OTHER GRAPHIC DESIGNERS, WHOSE IDEAS HE 
REPRESENTED AND DEVELOPED, HE MADE A CASE TO SET 
TEXT IN LOWER CASE ONLY. IN 1929 HE DESIGNED A 
TYPEFACE WITH MIXED UPPER AND LOWERCASE LETTERS. 
As EARLY As 1925, TSCHICHOLD HAD WRITTEN DOWN SOME 
IDEAS ABOUT NEW TYPOGRAPHY IN AN ESSAY TITLED 
"ELEMENTARY TYPOGRAPHY.” HERE HE SUGGESTED USING A 
SANS SERIF AS A MATCHING ELEMENTARY TYPEFACE. BUT HE 
TESTS AND WHERE CAN WE FIND THE RESULTS? WAS STILL QUALIFYING HIS VIEWPOINT BY STATING THAT 
IN THE BOOK The Visible Word. PUBLISHED IN 1968, TYPEFACES WITH SERIFS WERE BETTER FOR USE IN LONGER 
HERBERT SPENCER PRESENTS A SUMMARY OF OVER A TEXTS. IT WAS ALSO HIS OPINION THAT AS LONG AS THERE 
HUNDRED YEARS’ WORTH OF INVESTIGATIONS OF WERE NO GOOD SANS SERIFS AVAILABLE, IT WAS BETTER TO 
LEGIBILITY. THE CONCLUSIONS IN THIS BOOK ARE VERY USE A NEUTRAL FONT WITH SERIFS, WHICH IS WHAT HE DID 
GENERAL, SUCH As: "Words typeset in upper case are FOR THIS 1925 TEXT. THREE YEARS LATER, THOSE 


Printed text js rar rRom BEING DEAD. ON 


THE CONTRARY, EVERY DAY MORE AND MORE TEXT IS BEING 
PRODUCED ON PAPER. BUT DON'T WE HAVE TO BE 
CONCERNED WITH ITS LEGIBILITY ANYMORE? IT IS POSSIBLE 
THAT THE EXISTING RULES ARE TOO STRICT. HOW ABOUT 
THOSE RULES THAT MICHELE-ANNE DAUPPE BELIEVES WERE 
ESTABLISHED THROUGH RESEARCH? WHO PERFORMED THESE 


AMBIGUOUS STATEMENTS HAD DISAPPEARED. THE IDEAL 
SANS SERIF WAS NOT THERE YET, BUT PAUL RENNER'S 
FUTURA WAS A STEP IN THE RIGHT DIRECTION AND NO 
MENTION OF SERIFS WAS HEARD AGAIN 
DURING THOSE THREE YEARS, BETWEEN 1925 AnD 1928, 
TSCHICHOLD HAD NOT PERFORMED ANY SCIENTIFIC 
RESEARCH THAT FORCED HIM TO ADJUST HIS OPINION OF 
1925. His PREFERENCE FOR SANS SERIFS, AND HIS OPINION 
THAT THEY WERE QUITE LEGIBLE AND MORE LEGIBLE THAN 
TYPEFACES WITH SERIFS, WERE BASED UPON EMOTIONAL 
CONSIDERATIONS. THEY WERE BASED ON THE DESIRE TO BE 
MODERN AND IN 1928 TSCHICHOLD MUST HAVE FELT MORE 
MODERN AND MORE CERTAIN OF HIS OPINIONS THAN IN 
1925, 

IN THAT RESPECT, NOTHING HAS CHANGED. THE RECENT 
PRONOUNCEMENTS ABOUT LEGIBILITY ARE STILL PRIMARILY 
BASED UPON EMOTION AND ARE PROMPTED BY THE NEED 
FOR CHANGE. 


Why quote Tschichold ., 


EXTENSIVELY? MORE QUOTES WILL FOLLOW, NOT ONLY BY 


TSCHICHOLD BUT ALSO BY STANLEY MoRISON. | DO THIS 
BECAUSE THE TEXTS OF TSCHICHOLD AND MORISON COME 
CLOSEST TO A SERIOUS THEORY ABOUT OUR PROFESSION 

THERE ARE OTHER AUTHORS WHO HAVE PUBLISHED 
THEORIES ON TYPOGRAPHY, BUT THOSE BY TSCHICHOLD 
AND MORISON HAVE HAD THE MOST VISIBLE INFLUENCE ON 
OUR PROFESSION 
BOOKS ON GRAPHIC DESIGN ARE OFTEN FILLED WITH 

PRACTICAL KNOWLEDGE ACQUIRED THROUGH HUNDREDS OF 
YEARS OF EXPERIENCE, WITH RULES DEVELOPED THROUGH 

INTENSE OBSERVATION AND A DELIBERATE USE OF 
TYPOGRAPHIC MEANS. THERE ARE RULES FOR PREFERABLE 


LINE LENGTH, LETTER SIZE AND LINE SPACING, FOR THE 
ARRANGEMENT OF THE PAGE, THE USE OF INITIAL CAPS, 
FOOTNOTES, ETC, YET A DEEPER, UNDERLYING THEORY 

SUPPORTING THESE CUSTOMS HARDLY EXISTS. THE BEST THE 

EXPERTS CAN OFFER IS THAT CLARITY AND READABILITY ARE 

THE HIGHEST GOALS, WHICH MEANS THAT THE 
TYPOGRAPHER SHOULD REMAIN INVISIBLE 
IT 1s CURIOUS THAT BOTH THE SUPPORTERS AND 
OPPONENTS OF TRADITIONAL TYPOGRAPHY HELD ON TO 
THESE BASIC GOALS. TSCHICHOLD MENTIONS "KLARHEIT” 
(CLARITY) AS THE HIGHEST GOAL IN 1928 AND MoRISON 
WISHES FOR “CONSUMMATE RETICENCE” IN 1930. 
PUBLISHERS, TYPOGRAPHERS, PRINTERS AND USERS HAVE, 
SINCE THE DAYS OF GUTENBERG, AGREED WITHIN 
REASONABLE LIMITS ON WHAT IS CONSIDERED LEGIBLE 
ANYBODY WHO CONSULTS A HISTORICAL COLLECTION OF 
BOOKS WILL QUICKLY REALIZE THAT THOSE LIMITS ALLOW 
THE DESIGNER QUITE SOME ROOM — MUCH VARIATION CAN 


BE DETECTED. 
DUE TO RAPID AND DRASTIC CHANGES THAT TOOK PLACE 
DURING THE BEGINNING OF THIS CENTURY (AND NOT JUST 
IN THE FINE AND APPLIED ARTS), TRADITIONALISTS AND 

INNOVATORS ALIKE DUG THEMSELVES IN AND THE PREVIOUS 

VOLUNTARY AGREEMENTS WERE REPLACED BY STRICT RULES, 


DOGMAS AND SLOGANS. AGAINST WHAT OR WHOM DO 
THOSE WHO DEMAND CHANGE TODAY DIRECT THEMSELVES? 
THE ONLY THING THAT SEEMS NECESSARY IS TO USE THOSE 

AGREEMENTS AGAIN IN A REASONABLE AND RELAXED 

MANNER. IN NUMEROUS TYPOGRAPHIC WORKS, THE 
CONCERN WITH LEGIBILITY IS TAKEN WITH A GRAIN OF 
SALT. THERE SEEMS TO BE MORE FREEDOM THAN IN THE 

17TH, 18TH OR 19TH CENTURY. 


fa 1948, tie same JAN TscHicHoLD WHO WAS 
QUOTED BEFORE, WROTE IN AN ESSAY TITLED Ton in dea 
Téphers Hand (Clay in the Potter's Hand); “Personal 
typography is faulty typography. Only beginners and 

fools will pursue it. |... As typography addresses 


everyone, it leaves no room for revolutionary change 


We cannot even fundamentally change one single 
letter form without destroying the typeset 
representation of our language and render it useless. 
Comfortable legibility is the supreme canon of all 
typography.” WITH THAT, HE RADICALLY DENIES HIS 
PREVIOUS POINT OF VIEW 


TSCHICHOLD WAS NOT THE SAME TYPOGRAPHER ANYMORE. 


AFTER A ROUGH ENCOUNTER IN 1933 IN MUNICH WITH THE 


EMERGENCE OF NAZISM, HE ESCAPED TO SWITZERLAND AND 
ALSO MOVED AWAY FROM HIS IDEAS PUBLISHED IN Die 
Neue Typographie. THOSE IDEAS SUDDENLY APPEARED 
TOO DICTATORIAL AND TOO CLOSELY RESEMBLED NAZI 
IDEALS, HE THOUGHT. IT 1s NOT WITHOUT SIGNIFICANCE 
THAT HE WROTE THE 1948 ESSAY IN LONDON, BECAUSE 

SOME OF THE IDEAS CLOSELY RESEMBLE STANLEY 
MoRISON’s, WHOSE TEXT First Principles of 
fypography HAD APPEARED IN 1930. THIS PUBLICATION 


QUICKLY BECAME VERY INFLUENTIAL, PARTICULARLY AMONG 


BOOK DESIGNERS. “Typography is the efficient means to 
an essentially utilitarian and only accidentally 
aesthetic end, for enjoyment of patterns is rarely the 
reader's chief aim. Therefore, any disposition of 
printing material which, whatever the intention, has 
the effect of coming between author and reader is 
wrong. It follows that in the printing of books meant 
to be read there is little room for ‘bright’ typography 


Even dullness and monotony in the typesetting are far 


less vicious to a reader than typographical 
eccentricity or pleasantry.” ANOTHER LENGTHY QUOTE 
FROM MoRISON: “It is no longer possible, as it was in 
the infancy of the craft, to persuade society into the 
acceptance of strongly marked and highly 
individualistic types — because literate society is so 
much greater in mass and correspondingly slower in 
Movement. The good type designer knows that, for a 
new font to be successful, it has to be so good that 
only few recognize its novelty. If readers do not 
notice the consummate reticence and rare discipline 
of a new type, it is probably a good letter.” Here 
CONVENTION Is REQUIRED TO GO DOWN ON ITS KNEES. IF 
THESE RULES HAD BEEN APPLIED, THEN THE PROFESSION 
WOULD NOT HAVE CHANGED ITS APPEARANCE SINCE 1930. 


HOWEVER, THE PATH DIDN'T RUN THIS NARROW. 


fa TYP G> pypiisnen in June 1991, Max 
KISMAN writes: “The institution of the letter will be 
abolished. The power will be defeated. Since their 
digital manifestation, letters have been outlawed. The 
prevailing conceptions have lost their value. Graphic 
design is a fake and aesthetic-based page filler. 
Graphic design and typography will be banned.” HE 
Apps: “The printed message is old-fashioned and of 
the past.” We WILL FORGIVE HIM THIS LATTER NONSENSE 
HOWEVER, | DO AGREE WITH KISMAN THAT THERE IS 
FREQUENT EVIDENCE OF SUPERFICIALITY AND THAT MUCH 
DESIGN ONLY DRAWS ATTENTION TO THE WORK OF THE 
DESIGNER — NARCISSISTIC DESIGN WITHOUT RESPECT FOR 
EITHER THE AUTHORS OR READERS. ARE THOSE STRIKING 
NEW TYPEFACES PRODUCED TO OFFER THE READERS MORE 
PLEASURE OR TO IMPRESS FELLOW GRAPHIC DESIGNERS? 
KISMAN SUGGESTS, AS A LAST CONVULSION OF GRAPHIC 
DESIGN, "...to mix all design styles during a wild party 
in order to lay to rest the profession. So that with the 


resulting hangover, we can position ourselves to start 
the restoration 
BEFORE THE PARTY BEGINS, | WANT TO KNOW WHERE THE 
RESTORATION IS GOING TO COME FROM. HOW DO WE FIND 
OUT WHAT LEGIBILITY REALLY 15? TO BREAK WITH THE PAST 
DOES NOT SOLVE ANYTHING. IT ISN'T POSSIBLE; THIS IS 
WHAT EVEN THE MOST POWERFUL REVOLUTION HAS TAUGHT 
US. BY GRATUITOUSLY REPEATING HISTORICAL 
STANDPOINTS, THE DISCUSSION IS NOT SERVED WELL, 
EITHER, TO LIVE FOR THE HERE-AND-NOW AND FUN OF IT 
ALL, WITHOUT CONCERN FOR SERIOUS DEPTH, AS Typ G 
SUGGESTS, IS OPPRESSIVELY RESTRICTIVE 
| CHOSE TO ONCE AGAIN CAREFULLY RE-EXAMINE WHAT 
READING ESSENTIALLY IS. THE FOLLOWING OBSERVATION IS 
NOT COMPLETE BY A LONG SHOT, BUT IS MY STARTING 
POINT FOR A BROAD AND DETAILED REFLECTION OF 
LEGIBILITY 


»Disappearing letters 


A MAN IS READING IN A BAR IN MADRID. WE HAVE JUST 
ENTERED AFTER LOOKING AROUND TO FIND A NICE PLAC 
TO EAT. FROM THE LOUDSPEAKERS COME SHRILL SINGING 
AND THE SOUND OF TRUMPETS. WE DON’T FEEL LIKE 
LEAVING AND SEARCHING FOR ANOTHER PLACE. THE 
RESTAURANT IS WELL OCCUPIED AND AT THE TABLE NEXT TO 
US THERE IS LOUD DEBATING WITH WILD GESTURES. 
STRONG SCENTS COME FROM THE KITCHEN. ALL THE SENSES 
ARE ACTIVATED 
THE MAN SITS READING AT THE BAR WHILE 
ABSENTMINDEDLY CRACKING NUTS. HE HAS A SHORT BEARD, 
SITS ON THE STOOL WITH ONE FOOT POSITIONED ON THE 
FLOOR. HE IS READING A BOOK. | ORDER A DRINK AT THE 
BAR AND TRY, INCONSPICUOUSLY, TO FIND OUT WHAT HE IS 
READING. IT 1S A TRANSLATION OF HEMINGWAY. NEXT TO 


HIM GLASSES ARE BEING WASHED AND FILLED. HE QUICKLY 
LOOKS AROUND FROM ACROSS HIS READING GLASSES AND 
THEN READS ON. 


The culture piosopuer Georce STEINER 
PRESENTED A LECTURE IN EARLY 1990 ABOUT THE FUTURE 
OF READING. HE LIMITED HIMSELF TO BOOKS AND 
CLASSICAL LITERATURE IN PARTICULAR. SILENCE, HE 
BELIEVES, 1S ONE OF THE MOST IMPORTANT CONDITIONS 
FOR CAREFUL READING. AND SILENCE IS A DISAPPEARING 
CULTURAL COMMODITY, THERE IS EVEN A GROWING NEED 
FOR NOISE OUT OF FEAR OF LONELINESS, ACCORDING TO 
STEINER, 

HE Is NOT THE ONLY PERSON SUBSCRIBING TO SUCH A 
PESSIMISTIC VIEW. FOR MANY, THE DECLINING SALES OF 

BOOKS IMPLIES THAT IT IS NOT GOING WELL WITH 
READING, AT HIGH SCHOOLS, THE INTEREST IN LITERATURE 
IS DWINDLING AND MORE AND MORE WE HEAR ABOUT 
INCREASING ILLITERACY, COMMERCIAL TELEVISION MAKES 
IT EVEN WORSE AND THERE ARE MANY MORE INFLUENCES 
THAT COULD TURN READING INTO A THREATENED HUMAN 


ACTIVITY. IN ALL TRUTHFULNESS, WE KNOW VERY LITTLE 
ABOUT READING, WHICH IS WHY UNFOUNDED OPINIONS CAN 
EASILY CATCH ON. IT IS IMPORTANT TO KNOW HOW 
READING FUNCTIONS BECAUSE IT IS STILL THE WAY TO 
ACQUIRE KNOWLEDGE AND PRINTED TEXT IS STILL THE 
MOST USED MEDIUM FOR THE STORAGE AND TRANSFER OF 

IDEAS 
TAKE SILENCE. IT IS TRUE THAT THERE ARE QUITE A FEW 
ACTIVITIES IN WHICH NOISE DISTURBS CONCENTRATION AND 
LIMITS PEOPLE IN THEIR PURSUITS. HOWEVER, READING IS 
NOT ONE OF THEM — CERTAINLY NOT TO THE DEGREE THAT 
STEINER FEARS. WHENEVER A READER GETS ABSORBED IN 
THE READING MATTER, THE SURROUNDINGS WILL QUICKLY 
BECOME LESS NOTICEABLE THAN THE MAGAZINE, BOOK, 
NEWSPAPER OR COMPUTER SCREEN. THE TEXT BECOMES THE 
WORLD. THE SURROUNDINGS DISSOLVE AND WITH THEM 
WILL MOST OUTSIDE SIGNALS. IT BECOMES QUIET AROUND 
THE READER 
READING CREATES ITS OWN SILENCE. | HAVE OFTEN 
OBSERVED HOW, EVEN IN THE MIDST OF NOISE, SOMEONE 
WHO IS READING AND IS SPOKEN TO DOES NOT REPLY UNTIL 
AFTER REPEATED APPEALS. FASCINATING WRITING PULLS 
THE READER IN; THE MAN IN MADRID WAS A GOOD. 
EXAMPLE 


Reading igs seen exrensively RESEARCHED. EYE 
MOVEMENT, AND THE NUMBER OF CHARACTERS THAT CAN BE 
TAKEN IN PER MOVEMENT, HAS BEEN STUDIED JUST AS 
READING SPEED IN RELATION TO THE AMOUNT OF SURVEYED 
AND REMEMBERED INFORMATION. THE INFLUENCES OF 
PAPER COLOR AND LIGHTING HAVE BEEN MEASURED, AS 1S 
THE TIME THAT SOMEONE CAN REMAIN FULLY ATTENTIVE 
WHILE READING, AND MUCH MORE. THE RESULTS OF THIS 
TYPE OF RESEARCH ARE INTERESTING BUT OFFER A 
ONE-SIDED NOTION OF WHAT READING 1S; THEY GIVE THE 
IMPRESSION THAT PEOPLE READ LIKE MACHINES, THAT YOU 


CAN TURN ON AND OFF AT WILL, AND THAT READING 15 ALL 
ABOUT GATHERING DRY INFORMATION. SUCH RESEARCH 
TELLS YOU LITTLE ABOUT THE NEED TO READ AND THE 


PLEASURES AND INTIMACY OF READING. ALSO NOT TOUCHED 


UPON IS READING AS A WAY TO ESCAPE REALITY AND TO 
ENGULF YOURSELF IN OTHER PEOPLE'S REALITIES 
THERE ARE MANY DIFFERENT WAYS OF READING, TIED TO 
RATHER VARIED READING OBJECTS. YOU CAN READ TO 


RESEARCH, READ TO STUDY, READ TO BE INFORMED OR READ 


TO RELAX. SOMETIMES YOU LOOK MORE THAN YOU READ, 


SOMETIMES YOU READ JUST A BIT, OR WITH INTERRUPTIONS, 


AND THEN YOU READ FOR A WHILE AGAIN. TELEPHONE 
DIRECTORIES AND DICTIONARIES YOU OBVIOUSLY READ 
DIFFERENTLY THAN THE NEWSPAPER, AND A NOVEL, TOO, 
DEMANDS TO BE READ IN ITS OWN PARTICULAR WAY. WITH 
EVERY FORM OF READING, THIS SILENCE ARISES. MosT 
PEOPLE DON'T REALIZE THIS. AND THAT'S EXACTLY IT. THAT 
SILENCE ARISES OUT OF THE CONCENTRATION THROUGH 
WHICH YOUR CONSCIOUSNESS 1S NARROWED. YOU TURN 
INWARD AND SURRENDER TO READING. IT 15 A 
SEMI-CONSCIOUS OR EVEN SUBCONSCIOUS ACTION 


SIMULTANEOUSLY, WITH THE SILENCE THAT CAUSES ONE TO 
READ, SOMETHING ELSE QUITE WONDERFUL HAPPENS. NOT 
ONLY DO THE SURROUNDINGS DISSOLVE BUT ALSO THE 
OBJECT ON WHICH YOUR ATTENTION IS FOCUSSED, THE 
BLACK, PRINTED LETTERS DISSOLVE IN YOUR MIND LIKE AN 
EFFERVESCENT PILL IN A GLASS OF WATER. FOR A SHORT 
MOMENT, ALL THOSE BLACK SIGNS DISAPPEAR OFF THE 
STAGE, CHANGE THEIR OUTFITS AND RETURN AS IDEAS, AS 
REPRESENTATIONS, AND SOMETIMES EVEN AS REAL IMAGES. 
I DOESN'T MATTER WHETHER THE READING MATTER 
CONCERNS NEWS, LITERATURE, RELAXATION OR SCIENCE 
FIRST YOUR ENVIRONMENT DISSOLVES AND NEXT THE 
READING OBJECT DISAPPEARS; OR AT LEAST, BOTH ARE 
PLACED AT A SUBCONSCIOUS LEVEL. WHEN THIS TYPE OF 
ARTISTRY SUCCEEDS, THE CONTENTS OF THE TEXT FLOW 
DIRECTLY INTO THE MIND OF THE READER 
ALTHOUGH TYPOGRAPHERS WOULD LIKE TO PRIDE 
THEMSELVES ON THE LOGIC AND PRECISION OF THEIR 
PROFESSION, IT IS IN FACT NOT SO CLEAR-CUT. 
TYPOGRAPHY SEEMS EXACT BECAUSE MUCH OF IT HAS BEEN 
DONE IN THE SAME WAY FOR SO LONG. THERE ARE REALLY 
ONLY A FEW FUNDAMENTALS THAT ARE SET: WE READ FROM 
LEFT TO RIGHT AND FROM TOP TO BOTTOM, LETTER SHAPES 
AND LETTER SIZES ARE REASONABLY LIMITED. BUT BEYOND. 
THAT WE RELY PRIMARILY ON EMOTION. 

COMMON SENSE, EXPERIENCE AND PRACTICAL LIMITATIONS 
ARE WHAT HAVE REGULATED TYPOGRAPHY. THE PROFESSION 
Is FOUNDED ON EMPIRICISM BUT LEAVES MUCH ROOM FOR 
INTERPRETATION. WE DON'T HAVE TO KEEP UP THIS FACADE 
OF EXACTNESS. TYPOGRAPHY AND TYPEFACES FARE WELL BY 
THE ACKNOWLEDGEMENT THAT EMOTION PLAYS AN 
IMPORTANT ROLE BECAUSE IT ALLOWS TEXTS TO BE 
DESIGNED WITH MORE PASSION 
WAIT A MINUTE! THIS INTRODUCES A CONTRADICTION. | 
JUST EXPLAINED THAT READING IS A FANTASTIC 
DISAPPEARING ACT, A DOUBLE ONE AT THAT, AND Now | 


START TALKING ABOUT DESIGNING WITH PASSION. DOESN'T 
THAT IMPLY THAT DESIGNERS WANT TO BE NOTICED AND 
THAT THEY PRODUCE STRIKING OR EVEN FLIRTATIOUS 
PRODUCTS? TOGETHER WITH THIS DISAPPEARING ACT, 
DON'T WE NEED THE OFTEN PRAISED INVISIBLE 
TYPOGRAPHY? THIS IS A NOBLE PRINCIPLE, DERIVED FROM 
BOOK TYPOGRAPHY, WHICH PREACHES RESPECT FOR BOTH 
AUTHOR AND READER, BOOK TYPOGRAPHERS FULFILL A 
SUBSERVIENT TASK THAT RESTRAINS THEM FROM 
MANIFESTING THEMSELVES AND POSITIONING THEMSELVES 
BETWEEN AUTHOR AND READER. CRAFTSMANSHIP YES, 
ARTISTRY, NO. 


According t© Mogison's First Principles 
op Typography, THIS ts THE WAY TO DO IT. ACTUALLY, 


THE NOTION OF INVISIBLE TYPOGRAPHY IS BEST VERBALIZED 


BY MORISON’S FRIEND BEATRICE WARDE, ONE OF THE FEW 
WOMEN WHO HAS WRITTEN ABOUT TYPOGRAPHY, IN AN 
ESSAY TITLED The Crystal Goblet or Printing Should be 
Invisible. (1932). BOTH TEXTS OFFER CRYSTAL CLEAR 
STARTING POINTS GUIDING AUTHOR, TYPOGRAPHER AND 


READER BACK TO THE FEW ESSENTIALS OF READING 
ACCORDING TO THIS PRINCIPLE, BEAUTIFUL "NAKED" BOOKS 
HAVE BEEN PRODUCED, WITHOUT DECORATION, THAT ARE A 
PLEASURE TO READ. IN THE HANDS OF A MASTER 
TYPOGRAPHER, WITH AN EXCELLENT EYE FOR PROPORTION, 
THIS ASCETIC TYPOGRAPHY CAN RENDER MONUMENTALLY 
PLAIN BOOKS — PURE TYPOGRAPHY, PURE TEXT, REALIZED 
WITH PLENTY OF DEVOTION AND THE FINEST MATERIALS. 
THEY ARE ALSO VERY EXPENSIVE BOOKS 
WITH THE AVERAGE, MASS-PRODUCED BOOK, TYPOGRAPHIC 
SIMPLICITY 1S USUALLY THE RESULT OF FORCED 
RESTRICTIONS INSTEAD OF SELF-IMPOSED RESTRAINT 
THAT'S WHY MANY OF THESE BOOKS ARE TYPOGRAPHICALLY 
QUITE "UNDRESSED.” TYPOGRAPHY BECOMES A BALANCE 
SHEET. TYPEFACE, TYPE SIZE, PROPORTIONS AND OTHER 
ELEMENTS ARE DEFINED BY THE DEMAND TO FIT THE TEXT 
ON A LIMITED NUMBER OF PAGES OF RESTRICTED SIZE. THE 
TEXT IS NOT ALLOWED THE SPACE IT IDEALLY DESERVES 
THAT'S ALSO WHY MANY OF THESE BOOKS, PARTICULARLY 
ON THE INSIDE, HAVE BEEN DESIGNED DECENTLY AT BEST 
BUT USUALLY LOOK INDIFFERENT AND COLD. THE COVERS 
ARE OFTEN DESIGNED CONVERSELY, AS SIGNPOSTS FOR 
BOOKS, COVERS HAVE BECOME LOUDER AND MORE 
COLORFUL. TO THE READERS IT MUST BE A STRANGE 
EXPERIENCE AFTER SOME NICELY SPICED HOT SAUCE TO BITE 
INTO SODDEN, COLD RICE 
IT Is PARTICULARLY THESE TYPOGRAPHIC PRODUCTS THAT 
CAN USE A LITTLE BIT OF WARMTH ON THEIR PAGES. 
BESIDES THIS | HAVE LITTLE TO COMPLAIN ABOUT 
NEWSPAPERS, MAGAZINES AND OTHER PRINTED MATTER 
ARE USUALLY DESIGNED WITH SUFFICIENT EMOTION, AND 
MORE THAN SUFFICIENT ON OCCASION. RESTRAINT AND 
INVISIBILITY ARE AS GOOD AS ABSENT. YET HERE TOO, THE 
DOUBLE DISAPPEARING ACT SUCCEEDS. LOUD NEWSPAPER 
AND MAGAZINE PAGE DESIGNS CREATE THEIR OWN SILENCE 
AND DISSOLVE, VISIBLE TYPOGRAPHY IS READ ALSO. THIS 


LEADS ONE TO BELIEVE THAT MORISON’S PRINCIPLES SOUND 
GOOD BUT DON'T CONNECT WITH REALITY. TO FIND OUT IF 
THIS CONCLUSION IS CORRECT CAN BE SEEN UPON CLOSER 
INSPECTION OF THE MOST IMPORTANT TYPOGRAPHIC 
INGREDIENT: THE LETTER 


NH 


invisible typefaces 54 yorexisr 
NOBODY WILL CHOOSE A TYPEFACE THAT DOESN'T LOOK 
LIKE ANYTHING. EVERYBODY | KNOW WHO REGULARLY USES 
TYPEFACES DOES THIS WITH CONVICTION AND DEDICATION 
EVEN WITH PASSION. ADVOCATES OF INVISIBLE 
TYPOGRAPHY, TOO, WILL GET EMOTIONAL WHEN 
DISCUSSING THEIR FAVORITE TYPEFACE. THE BASIC FORMS 
OF TYPEFACES REMAIN UNCOMPLICATED. NOT MUCH CAN BE 
CHANGED. IT IS VERY SIMPLE: WHEN WE DEVIATE FROM THE 
BASIC SHAPES, READING BECOMES LESS EASY. THIS 1S NO 
PROBLEM FOR SHORT TEXTS OR HEADLINES, BUT IN LONG 
TEXTS ITS EFFECT IS UNFAVORABLE 
Let's STICK WITH TEXT FACES BECAUSE HEADLINE FACES 
ARE THERE TO BE BOTH SEEN AND READ. BUT FOR REAL 
READING, YOU NEED EXPERIENCED TEXT FACES WITH 


CONVENTIONAL BASIC SHAPES. NOT CONVENTIONAL. 
TYPEFACES, THAT'S SOMETHING ENTIRELY DIFFERENT! ONLY 
THE BASIC SHAPES NEED TO COMPLY WITH WHAT WE ARE 
USED TO. TO THIS CONVENTIONAL FRAME, THE TYPE 
DESIGNER APPLIES THE FEATURES THAT SUPPLY TYPEFACES 
WITH THEIR CHARACTERISTICS. EVERY DESIGNER HAS 
PARTICULAR HABITS THAT OOZE THROUGH IN THE TYPEFACE 
DESIGNS: TYPICAL CURVES AND CORNERS, IDIOSYNCRATIC 
TRANSITIONS FROM THICK TO THIN, A PERSONAL APPROACH 

TO ENDINGS, A PECULIAR MOVEMENT THROUGHOUT ALL 
LETTERS AND ELEMENTS. THE IDEAS OF THE TYPE DESIGNER 
ARE DIPPED IN THE STYLES OF THE TIMES, WHICH HELP 
DEFINE THE CHARACTERISTICS OF THE LETTERS, 
FURTHERMORE, THERE ARE INFLUENCES OF TECHNOLOGY, 
SUCH AS THE ROUGH PAPER AND THIN INK OF NEWSPAPERS, 
AND THE FAST TURNING PRINTING PRESSES THAT 
NEWSPAPERS ARE PRINTED ON. SUCH TECHNOLOGICAL 
INFLUENCES MAKE DEMANDS ON TYPEFACES THAT LEAD TO 
PRONOUNCED CHARACTERISTICS — IN THIS CASE, AN ENTIRE 
CATEGORY OF TYPEFACES BETTER KNOWN AS "NEWS FACES.” 
TYPEFACES FOR USE IN BOOKS ARE GENERALLY A BIT MORE 

REFINED DUE TO LESS SEVERE PRODUCTION 


CIRCUMSTANCES. 
TYPEFACES ENDOW PRINTED MATTER WITH A CHARACTER 
THEY TURN NEWSPAPERS INTO NEWSPAPERS AND BOOKS 
INTO BOOKS, TOGETHER WITH PAGE LAYOUT, PAPER STYLE, 
BINDING METHOD AND FORMAT, THEY TURN A TEXT INTO 
AN INDIVIDUAL PRODUCT. AS SOON AS THE PRODUCT IS 

PICKED UP AND THE READING STARTS, THE ATTRACTIVENESS 
OF THE TYPEFACE WILL HELP THE READERS ON THEIR WAY. 

BRIEFLY THEY SHOW THEMSELVES AND THEN THEY RETREAT. 

FOR THE DESIGNER OF NEW TYPEFACES, IT IS A CHALLENGE 
TO CREATE AN EXCITING COMBINATION OF FAMILIAR AND 
UNFAMILIAR ELEMENTS. HOW FAR CAN THE TYPE DESIGNER 
GO WHEN THE BASIC SHAPES ARE DRESSED UP WITH LITTLE 

KNOWN, OR EVEN UNSEEN, ELEMENTS? ARE THE BASIC 


SHAPES PERHAPS OPEN TO SOME ALTERATIONS? THIS IS 
HOW TWO CONVERSE QUALITIES ARE UNITED WITHIN LETTER 
SHAPES: COMMON SENSE AND ATTRACTIVENESS. THIS 
LATTER CHARACTERISTIC DOES NOT FUNCTION WHEN 
INVISIBLE. ONE OF THE REASONS WHY THERE IS A 


CONSTANT DEMAND FOR NEW TYPEFACES IS THE FACT THAT 
WE GET USED TO THE PECULIARITIES OF OLDER TYPEFACES 


WHAT YOU SEE TOO OFTEN DOESN'T WORK ANYMORE. THIS 
IS HOW TYPEFACES PLAY THEIR DOUBLE ROLE UNTIL WE'RE 
FED UP WITH THEM 


WHILE AT THE KCA, i ALSO DESISINED “BASTARD,” WHICH CAME FROM A PURE OESIKE TO OWI A BLACKIETTER FONT. SIIVCE i 


COULOIT AFFORD TO bUY ONE, i DECIOED TO OKAW OIE MYSELF (THE ARROSAIVCE OF YOUTH), AND iN THE PROCESS dis: 
COVERED What A SIMPLE, LOGICAL TYPEFACE it WAS AND What A DEFINITIVE STRUCTURE iT had. iT SEEMED Silly TO TRY AND 
MIMIC THE STROKE OF A PEIN WHILE ORAWINS THE TYPE OIV THE COMPUTER. iINSTEAD, i SET UP A SKID ThaT ALLOWED ME TO 
CREATE MOOULAK PARTS That j COULO USE TO ASSEMBLE BOTH UPPER AID LOWER CASE ChahACTERS. i HAVE SINCE FOUND OUT 
That OURER HAO USED ThE SAME iDEA FOR THE CREATION OF A LOWER CASE ABOUT 400 YEARS ASO. 


AHCOH ES 
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VO KE TO STOP HERE FOR A MOMENT TO TALK ABOUT THE INAMES THAT i SIVE MY TYPEFACES. THEY ARE VERY IMPORTANT TO 
ME, i LIKE TO ChOOSE NAMES THAT ARE HUMOROUS, bUT INFORMATIVE. i FIND HUMOR VERY IMPORTANT, it MAKES THE PROCESS 
OF iINVFORMING MORE PLEASANT FOR BOTH THE CREATOR AIVO THE USER. THE NAME OF A TYPEFACE iS USUALLY QUITE ESOTERIC, 
OFTEN UNDERSTOOD OILY bY OTHER GRAPHIC DESISIVERS. SINCE YOU ARE WORKIINS FOR AlN INFORMED AUDIENCE, YOU AVE AlV 
OPPORTUNITY TO TELL THEM SOMETHING SPECIFIC. iT iS ALISO A CHAINCE TO LINK THE POETRY OF TYPOSKAPHY With ThE POETRY 
OF WORAS. “EXOCET,” FOR IINSTAINCE, WAS OESISIVEO SPECIFICALLY FOR THE FORTHCOMING JUUSTRATION IVOW AINIVUAL THE 
THEME Of ThE AIVINUAL RELATES TO HOW EUROPE iS MARKETIINS ITSELF AIVD THE EXOCET MISSILE SEEMS TO BE OIVE OF EUROPE’S 
TOP EXPORT ITEMS (iT SEEMED TO bE LISEO QUITE FREQUENTLY TO Kill ALLIED TROOPS). THIS CONTRAST OF THE ULTIMATE iN MANS 
TECHINOLOSICAL EIVDEAVORS SET AGAINST THIS PRIMITIVE, BARBARIC ACT Of KILLING AIND OEATH iS EXTREMELY POETIC. THE PhO: 
INETIC SOUND OF THE WOKO iS VERY PRECISE, EIVGIINEEKEO AINO BEAUTIFUL 1 WOULO RATHER bE KILLED bY AIN EXOCET Thal A 
SCUO, THE NAME has ACTUALLY NOTHIINS TO OO Wilh THE SHAPE Of THE TYPEFACE, ThE TYPEFACE iS bASEO OI PRIMITIVE SREEK 


STOIVE CARVIINS, WhiCh STRUCK ME AS INCREDIBLY BEAUTIFUL AIND REASONABLY UIVEXPLORED iN A MODERN CONTEXT. 
SEE NEXT PAGE 
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“MAINSOI” WAS NAMED AFTER THE MASS MUROERER CHARLES MAIVSOIV, THIS WAS A OIFFEREINT WAY Of LOOKIINS AT THE INAMIIVG 
OF A TYPEFACE. HERE i TRIED TO CREATE A OOUBLE-TAKE. WHILE READING THE WOKS MAISON, ASSOCIATIONS With OTHER 
WOROS SUCH AS “MASON” AIND “MAINSION” MISHT bE EVOKEO, INAMES THAT OO RELATE SOMEWhat TO ThE ELEGANT LOOK OF THE 
TYPEFACE. THE SURIVAME, iV ADDITION, ALSO SOUINOS QUITE SOPHISTICATED, BUT THEIV YOU REALIZE THAT it’S THE NAME OF A 
MASS-MUROERER AND YOU RE-ASSESS YOUR ATTITUDE TO THE TYPEFACE. THE FOIVT ITSELF iS A COMPOSITE OF ALL THE iIVTER- 
ESTING CLASSICAL CHARACTERS ThAT i HAVE SEEIV. MAINSOIV iS AIN OIV-SOIINS PROJECT With AIV EIVOLESS EXTENSION OF SPECIAL 
ChARACTERS, WHICH, i IMAGIIVE, Will NEVER bE fiINISHEO. AS A COMPAINION FACE iT INCLUDES A DECORATIVE BORDER FONT. 


PTOPRTA 


1 BEUEVE THERE TS NOTHING WRONG WiTh ADMUTTHW That AS a DESIBEK YOU Cal¥ a1SO BO DECORATIVE WORK. 
DECORATION Galt BE JUST AS VAUD ANO APPROPKIATE A SOLITON AS That Which ClAiMs TO bE SCIENTIFICALLY 
UEUIDIE. JT UL DEPENDS OV WHOM IT IS FOK. PEOPLE WhO DIVOKCE IEMIBILTY FROM THE CONTEXT OF & 
PARTICULAR JO}, aNVO ThiVK That THE OVERALL LOOK OF & ESWIV SHOULD NOT BE TAKEN IIVTO CONSIOERATION 
WEI ESTAbUSHING ITS LEGIBIUTY, ARE DIVOKCINW THEMSELVES FROM REALTY, WE LVE iTV A TV AGE That 1S MAKIN 
PEOPLE MORE IMAUE-UTERATE, THEY SEE ThE SION FIRST AVE THEIV ENGAGE iV ThE TEXT 
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AINOTHER TYPEFACE ThaT i AM CURRENTLY WORKIINS OIV iS “IWYLON,” WhiCh iS BASED ON TYPE THAT i HAVE ORAWI iN MY NOTE 
BOOK AIND WHICH iS iIVSPIKEO bY PKE-18Th CENTURY PAilVTIIVSS, OILY SUSHTLY MORE EXPRESSIONISTIC. | ARRIVED AT THIS AME 
BECAUSE ThE WORO “INYLOIV” iS MADE UP OF IN(EW) Y(ORK) LOIN(OOIN) WhiCh GIVES iT A SLAMOROUS iMASE RATHER Thaly THE 
COL, SCIENTIFIC COMMODITY THE WORD EVOKES AT FIRST. i FIND THE IEA OF SLAMOK EXTREMELY NAUSEATING. iT is JUST A 
IWICE WAY OF CREATING A CONSTRUCT ThaT SEINERATES ENVY. THE MATERIAL NYLON, WhiCh ONCE SYMBOLIZED SLAMOK NOW 
MEAINS CHEAP OR TACKY, AIVD iS NOW MORE EASILY ASSOCIATED With CHEAP MOTELS ThAIN With AlVYTHIINS “SLAMOROUS.” 


VahiQUS THEORIES aS TO HOW SERFS AIT ONE ATTRIBUTES it OF ThE BKUSh A ThE 

(2 NEUATIVEL/) PURE LETTER 

IF PURITY 1S DESIHED, OHVD" THE BRUSh SHOULD BE USED 

STONE CARVING 1 FOUIND a MUCH HOKE ENUGHTEIVING EXPERIENCE, FOF DIFFERENT RE 1 
TYPE On WOLVED A heal PRYSICAL EFFORE 


i HAVE ALSO JUST STARTED TO OESISIV MY FIRST LOWER CASE ALPHABET, AIND iT Will BE LOWER CASE ONLY. NEARLY ALL OF My 
TYPEFACES SO FAR HAVE BEEN ONLY DISPLAY. i USUALLY DOIV'T USE LOWER CaS (EXCEPT WHEIV USIIVS ITALICS) BECAUSE i FilVa it 
FAR LESS BELIEVABLE, THE LETTERS DON’T SEEM TO bE AS AUTHORITATIVE AS UPPER CASE, NOT ICOINOSKAPHIC EINOUSh. LOWER 
CASE iS JUST TOO FRIENDLY LOOKIINS. i ALSO FIIVO iTS SHAPES LESS BEAUTIFUL AIND, iIV ADDITION, 1 AM SIMPLY BORED With SEEING 
TEXT SET IV LOWER CASE ROMAIN ALL THE TIME. AS A GRAPHIC DESISIVER, i CAN'T LOOK at TYPOGRAPHY THE SAME WAY AS OTHER 
HUMAN BEINGS. | LOOK AT iT ESSENTIALLY FROM A VISUAL POINT OF VIEW. i CAININOT OISCOINIVECT MYSELF FROM LOOKIINS AT TYPE 
ThiS iS OIVE REASON Why i DON'T USE MY OWIN TYPEFACES MUCH iV My SRAPHIC DESISIN WORK 
BESIOES THE FACT That i USUALLY CAN'T FIND THE KiGhT OCCASION TO USE THEM, 
i AM AlSO TOO CLOSE TO THE CONSTRUCTION OF THE LETTER FORMS. 
AND START TO SEE THEM 
as 


SAY THEY WOULD RATHER USE a PENCIL BECAUSE 15 MOF , THAN & COP 
CAN JUST AS EASILY AFFECT Co 


OBJECTS 
iISTEAD OF 
AS AlN iIVTESRAL PART 
OF A LARGER 
TEXT 


racing ie 
steps of the production stages. They were i ted in the MCAD catalog and wanted to know 
how it had come together so they could i other designers. They saw the book and they 
approached me. Since the article was publighedg Publish and other trade magazines have also 
contacted me.£migr®; Generally those design magazines that go to audiences of over 30,000 designers aren't 
exactly in touch with what's going on outside the mainstream. ] am pleasantly surprised they acknowledge what a 
great piece of graphic design the catalog igmakela:It’s funny that you say that, because | entered it in 
the I.D. annual design review and y five thousand copies were printed 
and they were sent to everybody. | jot to become mainstream! They have 
really been pounding people with really broad audience. You can just 
call a 1 800 number and get one.£ migra Be: y 1.D., have you gotten any nasty responses 
to it7makela:Just hateful. For instance, a prominent local firm had literally offered to do the book 
for free. They thought it was a horrible design; it was so foreign to them. The great thing was 
that the students to whom it eted really respond to it, though, because the 
design made the school look lik i school's enrollment is up and it 

probably reached some new st ting tool and it also worked as 

a design experiment for me sin urces and time.£migr®: Who used 
to design the catalog? makela: Many differ ive years ago Chermeyeff/Geissmar 
associates did it. This one probably does require a bit more time to read but it’s great fun to 
read it; it's like riding a good roller coaster. Also, a very interesting reaction has come from the | 
fine arts faculty and students; they really identified with it. If there was any flack at all, it has 
come from some of the advertising agencies, which | find funny because, actually, with its big 
drop shadow headlines, it has much in common with advertising typography. Emigre; But it 
resembles a caricature of advertising. That’s perhaps why they don’t like it. makela: It's some sort of 
afterimage of advertising. Overall | feel that the catalog was a logical development of the work 
| had done before I went to Cranbrook and then during my two years there. It was really a 
wonderful opportunity to be given free rein and to design something without a committee. 
Emigre: When J met you at Cranbrook, there was much talk among the students about a simplification of design 
being developed (see Emigre #19). You even mentioned being informed by Kerouac and Bukowski over Foucault 
and Derrida. When ] see the MCAD catalog, 1 don’t see that new attitude reflected much. Makela:Part of the 
formal matter in the catalog is about trying to look ahead into a future that we are not sure of. | 
am not sure on which surface design will be played out, if it's paper or cathode. I'm sure you've 

seen this on my letterhead, | raised that question as a riddle for myself and my clients. What 

surface will any design eventually appear on? With some of those readings at Cranbrook, it's so 

easy to attach historical esthetics to your designs. What | am trying to do is use the newest 

‘ technologies, which allow for putting everything together on a computer, seamlessly. It is a new 

frontier — at least it feels like that to me — that has its own spirit, which may not require any 

historical context. £migr@; When } look at the cover of the MCAD catalog, ! notice that there is absolutely no 

hierarchy or contrast in the design. All images, colors and type demand equal attention. To a degree, the same 

holds true for your Cranbrook poster. Is this a result that you are consciously trying to work towards? makela:1 


have always been interested in what les be yond the s pa chs I see a lot of white space ina 
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design, jh something is really “arranged,” the design becomes contained by the borders of 
the piece, the design becomes like pieces on a plate. | have a need to move off the plate. What | 
am trying to do is grab a chunk of experience and have that bleed off all edges. Emigre; Both in your 
graphic design and in your music you use similar sampling and collage techniques. However, when ] compare your 
graphic design, and in particular the Cranbrook poster and the cover of the MCAD catalog, very dense images, to your 
music, ] find that your music offers much more contrast and air. There is loudness and then there is quietness. It's 
extremely dense at times and then it opens up and offers room to breathe.makela:Although I've been working 
with music for quite a while, | might be more of a novice at it than I am at design. It doesn't mean 
that my design is better, but it may mean that in my music | am still trying to fill in those holes. 
Maybe. Emigr®: Do you ever foresee the music and graphic design coming together in any particular way?makela:! 
am still developing the relationship. There are many similarities in planning a layout and 
composing music, as everyone knows who's dabbled in both, and | often wonder how much they 
really correspond to each other. I can only say that | think they don’t know each other really 
well,yet, but | hope they shake hands pretty soon. Emigre; How do you feel ethically about the sampling 


that you do, both in your music and your designgan Cc. those three typefaces that you created for the 
MCAD catalog?makela:1 do need to say thagl of my own photography, and if I do 
appropriate something, | make certain es) appropriation functions as a filter. 
Sometimes | can put things in perspective oO and creating a hybrid. But ethically 


speaking, well, | struggle with that, but I just tend to be the kid who might take that candy bar 
from the supermarket. £ migre; But does that make it right?makela:Well, if you take a small section out of 
a photograph because you are attracted to the texture and if that texture is irresistible yet 
unrecognizable, | don’t think | have problem. But the thing is, what's really right? | borrow textures 
from TV a lot, but I rarely take a full frame because | know that some TV graphics designer worked 
and struggled to create that frame. | use these textures as references. | simply borrow existing 
platforms. | must say that cable TV has been a huge influence on my work. | especially like the 
local access shows, and the more provincial the better. £ migre) Has it made design easier for you, now that 
you can so easily sample and copy existing sounds and images and drawings of typefaces? Do you see it as an easy 
way out, as opposed to perhaps picking up a brush and painting something or getting behind a drumset and playing 
it? makela:Well, there is one thing that I have to clarify. During the first couple of years in 
undergraduate school at the Minneapolis College of Art and Design in the early eighties, | was one 
of those people who could barely draw. Only through some incredible stroke of luck did | not flunk 
out in my first year. My drawing skills were really weak. This leads back to a childhood 
combination of poor motor skills and hyperactivity that made even my handwriting a very difficult 
process. So when | discovered, for myself, the Macintosh computer in 1984, | found a way to 
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somehow connect my hand to another surface. I've never felt like | could be a real illustrator; 
I've always felt more like an assembler of images. There’s never been a question in my mind 
what medium I wanted to work in. The computer has opened up a whole new world of 
typography and it has given me the ability to be a typesetter as well. Emigre: This is a bit of a silly 


question, but would you never sue someone who borrowed pieces or snippets of your music or designs? makela: 


Again, it all depends. With music you can sample only a snippet and when it's not recognizable, 
it's allowable. Emigre; But] think that even when it’s unrecognizable, legally it can stil] be wrong, because the 
law clearly says that “thou shalt not steal.”makela:But a court case like the one you are referring to will 
not solve anything. Appropriation will go on. Look at the fine arts and Jeff Koons and his 
appropriation of the post card image... Emigre; What do you think of that?makela:He actually created 
an art work that more or less mocked the original, which is yet another problem. | must admit 
that up to this point | was somewhat naive about the notion of music sampling and 
appropriation. Not until our conversations concerning the CNN sound samples have | become 
very conscious about this. (On his debut CD Scott uses, in the background on the track “Under B-52’s,” the voice of John Holliman as he 


the,Gulf War. Sin 


rt decision concerning sampling in music, which 
from CNN.) As | have been writing 
e increasingly aware of what it 


a recent 


was reporting from the El Rashid hotel during the first nig) 


simply stated that “thou shalt not steal.” we felt obliges 
letters to the legal people at the CNN 
is that | am doing when I use other pe: ramifications. Emigré:Do you ever 
think, “Why am ] supposed to do this?” It is a waste of and you are not ripping anybody off, and you are not 
tidiculing anybody either. Or do you now admit that maybe this is simply the right way to do it? If so, it means that 
from now on every time you take something that is not yours, you’l] have to go through this process, because by 
writing this one letter to CNN, you have now admitted that this is the proper procedure. makela:In this 
particular instance, on the “Under B52's" track, | use a very recognizable sample from a 
television broadcast. | do acknowledge that this is a very important piece of text and it's really 
important to get clearance because it is recognizable. If we had buried the voice underneath 
other sounds, such that you couldn't really hear what was said anymore, then | wonder if you 
would still have to get permission. Are you familiar with the Live to Death piece that | designed? 
Emigre; No.makela:Well, in this piece | used an image taken from “The Today Show” with Bryant 
Gumble standing in front of a relief map, pointing to where the area of battle is taking place. | 
took a very small section of that image, maybe a fifteen or twenty percent sample of that whole 
image, and | then processed it in order to exaggerate its TV qualities. Then | took another 
section from some of the photography filmed in some of the bombing runs, the i images taken by 


te { 

used portions of these now very famous pict0 But I used them very faintly, and | placed the 
word “death” over them, and then a Marinetti poem from Electrical War. The only image that is 
really recognizable is the one where you can see part of the map. I do feel that by taking these 
images from TV, | was able to communicate my idea without really infringing on anyone else's 
creativity. | do believe this piece borders on the successful and legal as far as the appropriated 
imagery is concerned. Emigre; What if, and this is highly unlikely, someone from that particular network 
recognized it and said, “Wait a minute, this has been appropriated in what we consider an inappropriate way. 
Let’s sue this guy and teach him a lesson.” What would your defense be?makela:In my defense, | would ask 
the question: does a photographer who takes a picture of a street scene steal certain things 
when he includes in that shot specific, very nicely designed store signs? It is difficult to know 
what is right and what is wrong at the moment. £migre)] have stolen many images of all kinds myself 
and 1 am becoming more and more selfconscious about it, but in my gut, 1 often believe, particularly when it 
comes to TV images, that they should be in the public domain. TV is an incredibly loud, intrusive medium that 
cannot be ignored anymore. Especially in America, where you have an entire society that is centered around 
television, it is practically forced into our living rooms. It has become part of us and it relies on us, and since it is 
part of us, we should be entitled to reflect upon it and ...makela:Yes, if we are allowed to dream about it, 
we should have a right to deconstruct it. Emigre: In the J.D. article, you talk about the “dematerialization 
of design.” What do you mean by that?makela:This has much to do with the computer and the notion of 
working within the digi ealm. One of the most im s for me is to get beyond the 


surface of the printed h rt I really enjoy TV 
images, and in particul@r t at is t C That is somehow 
more exciting than the light confing through a piece of paper for me. £migr@) ]t sounds like you are 


working in the wrong media.makela:Well, that's the thing! | often wonder what graphic design really 
entails. These surfaces that | spoke of earlier are really jumping around at the moment. But | 
am a graphic designer, although every year | grow steadily more unsure of exactly what | am 
doing. It’s frightening sometimes; it feels as if you really don't have a handle on what's going 
on, but sometimes that is exactly the moment that you might be on to something. £migre) You 
have set up a different approach for yourself to solving graphic design problems. You are intentionally moving 
away from conventional hierarchies and arrangements. How convinced are you that this approach works, and 
that this is the way to effectively communicate messages?makela:I still want to communicate effectively. | 
have simply grown tired of conventional arrangements. | am really interested in creating 
images that go beyond the edges of the page. Except for some of the pages in the MCAD book, 
I haven't worked with white space much lately. In the last four years I've had problems getting 
excited about it. Emigre):; What is it that you don’t like about arrangements? makela: Think of an 
arrangement in musical terms, which shouldn't be too difficult. A lot of the designs | see go: 
“diddelydit dat do diddely.” It has almost a free form jazz feel to it. It's very nice and pleasant. 
But I also like: “wwwwwwrrrrrraaaaaaaaaaaaaaaaaaaaaaaaaaaaaaaaaaaaaaa hhhhhh." It's 
a different kind of emotion that I see when I look at a printed page that is filled completely. For 
that reason, | have always enjoyed Ed Ruscha's work. There is a volume, and an intensity to the 
volume, and a constant to the volume in his work that | identified with. | know all the rules of 
space and balance and contrast and all the things that make a formal construction work, but | 
am after something else. | am after a certain effect. And there might be a hierarchy there, too, 
but it’s very subtle. £migre) How then do you want me to read the MCAD cover?makela:Well, the cover is 
more or less a pool of history and it features the aspects that the school wants to inflame in the 
students: the eye, mind, hand and heart. | think that the background, the im 
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Who will eventually invert a prograth that will let the Macifitosh, 
crash, a8 soon as Helyxtica is hosen froth the Fort Meru? 

(Sorry, We had to quit utiexpeqpedly. Bebber luck next tise...) 


Altrough Al qatorships have been thosbly abolished 


ifk the Western hethisphere, Helyetica's diqabvorship cofitifives. 


get inivelved With Tpitte erttithelogy. If that had happeried, he sight 
have hariged his irtteritierts about creating suck a fort. 


Oh, Tschichold! You carried out a revelutiors that shook, the 
foutidations of typography: that >New Typography,« with all ibs 
thaniifestos arid ideologies. Hub While you had burried to 
cefiter-axis design {that good, old, helpless ceriber-axis*}, 

Your isnibators were legion. Urider the disguise of heutraliby atid 
readability {to shake the reader cotnforbabl¢}, Your ithitaters 
cofiquered the world. See what they did bo tharikitid? They hushed 
ib With boredotn until its discersitnent cotnplevely slaked. Your 
itnibabors suffocated the World With their teediocriby, coated her 
with, global corifortniby. 
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1b seems bo me that You haven't got the 
faintest idea of history! 

Have You ever heard of Welfgarig Weitigarb? rid What is he up bo these 
days? 
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ufiscrupulous Mac slaves. 
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= What are You doifig to thafikind? 
You tornerit ib With Your ¢goceritric ecstasy. 
Your highest aith is bo bewilder the reader. 
Have You ever heard of 


= e l e 
r-€-a-d-a-b-1-L-1-b-4? 
Where shall the exhausbed thitids fitid refreshtverit after all that 
TY terror, whet every thagazifie spread jutmps ifito their faces 
like video clips? You carried out a few revolution, You tere dowwri 
the bouridari¢s of the past afid How that You have unlitnited 
freedotn oft your desktop, What do You do? 
You don't use it resporisibly, You just enjoy Your life to the fullest 
ith Whatever cothes up ift Your thitid. You behave like resistatice 
fighvers, ititerceditig for a bebber cause. Your cornthori fox is called 
»Helvetica.« You fill the world with a terrer of sporibarieity if 
blifid hothage bo What You call > Leitseist.« 
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relegabed to the be ral carrier ef textual meattitigs Whese highest aith Was legibility. 
Dub tie she's com of the dark atid iftte the spotlight With rerieted self-corifiderice. 
She distirigly itiberveries, she is irritatirig, emotierial, efferisive, 
ittdividualt 

‘The bouridaries disappear int thab great theltiig pet called Macifitesh; ittages turry inte type, 
type burris irite images. You have ab four disposal the infinite seurce of type literally covering 
centuries, together With all the athazitig expressioris of current cotapuber esthetics. 


Stop, that is absolute rioriserise. Have fou ever seers 
Spericer's »The Liberated Page?« Excibirig tefpography existed lerig before. 
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May i ask you that question orice again: Which side are You oft? 

Gh, J thitih I hate Helvetica. I prefer Ikzideniz-Grotesk instead... 
Okay, let's give ib artether try. I theari, this typeface here, the erie you call >Reemedy,« do you 
Wish, to offer a sae bo thafikind, a pleasure for the -eYes, or is it Jus another tired effert to bese 
legibility? ilikg te say: ft hate te theorize. t heat, Tjuss did it, pure fort, You kpow? 
Ard I like bo poitit out that i like thy Maciritesh, appreciate its capabilities, Which. 
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Designed by ZUZANA LICK® 


ARBITRARY SANS REGULAR & BOLD - $65 
CITIZEN LIGHT 6 BoLD - $65 
ELEKTRIX LIGHT 6 BOLD - $65 
EMPEROR EIGHT, TEN, FIFTEEN & NINETEEN - $125 
EMIGRE EIGHT, TEN, FOURTEEN & FIFTEEN - $125 
JOURNAL TEXT, ITALIC & ULTRA - $95 
JOURNAL SMALL Caps TEXT, ITALIC & ULTRA - $65 
KEEDY SANS REGULAR 6 BOLD - $65 
LUNATIX LIGHT & BOLD - $65 
MATRIX BOOK, REGULAR & BOLD - $95 
Matrix ExtRA BOLD, NARROW & WIDE - $95 
MATRIX INLINE EXTRA BOLD 6 ScRIPT - $65 
MarRix Script BOOK, REGULAR & BoLD - $95 
MATRIX SMALL CAPS BOOK, REGULAR, & BOLD - $65 
Moputa REGULAR, BOLD 6 BLACK - $95 
Moputa SeriF REGULAR, BOLD & BLACK - $95 
OAKLAND SIX, EIGHT, TEN & FIFTEEN - $125 
OBLONG REGULAR & BOLD - $65 


SENATOR THIN, DEMI & ULTRA - $95 


"TALL PACK”; MATRIX TALL, MODULA TALL & SENATOR TALL - $95 
TEMPLATE GOTHIC REGULAR & BOLD - $65 
ToTAaLty GoTHic & TOTALLY GLyPHiC - $65 The Emigre Fonts Library 
TRIPLEX SANS LIGHT, BOLD & EXTRA BoLp - $95 
TRIPLEX SERIF LIGHT, BOLD, 6 EXTRA BoLD - $95 
TRIPLEX CONDENSED REGULAR, & BLACK - $65 
TRIPLEX CONDENSED SERIF REGULAR & BLACK - $65 
TRIPLEX ITALIC LIGHT, BOLD 6 EXTRA BOLD - $95 
UNIVERSAL EIGHT & NINETEEN - $65 


VARIEX LIGHT, REGULAR & BOLD - $95 


free pont catalog : 


Catt | (800) 944 9021 


Special Offers: WHEN YOU ORDER TEN FAMILY PACKAGES, YOUR ELEVENTH PACKAGE IS FREE. BETTER YET, BUY THE ENTIRE LIBRARY AND RECEIVE A 
20 PERCENT DISCOUNT. A LIBRARY PURCHASE ALSO ENTITLES YOU TO RECEIVE 20 PERCENT OFF ON ALL FUTURE RELEASES THE LIBRARY MAY BE 
PURCHASED IN 3 INSTALLMENTS. 


SAVE 20 PERCENT ON THE CURRENT EMIGRE FONTS LIBRARY (REG. $2,425) 


78 Face Library 
($1,940) 


Typeface designs by BARRY DECK, JOHN DOWNER, JEFFERY KEEDY & ZUZANA LICKO. 


To Order, Catt | (800) 944 9021 
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institute For Unpoputar Culture (1-800-756-ARTS) 


believe that we should only read those books that bite & sting us. if a book we are 
reading does not rouse us with a blow to the head, then why read it?” - Franz Karka 


EVERY AMERICAN SCHOOL HAS PROUDLY TAUGHT EACH CHILD THE CIVIL FREEDOMS THAT AMERICA ENJOYS. THE VERY FIRST 
FREEDOM, THE FREEDOM OF SPEECH AND EXPRESSION, HAS BEEN ENVIED AND SOMETIMES WORSHIPED BY THE REST OF THE 
WORLD. AND YET, THESE SAME FREEDOMS ARE STILL UNDER ATTACK WORLDWIDE. THE INSTITUTE FoR UNPOPULAR CULTURE 
(1.F.U.C.) NOT ONLY HELPS TO GUARANTEE THESE FREEDOMS, BUT EXERCISES THEM AS WELL! 


THROUGHOUT HISTORY, ESTABLISHED FORCES HAVE OFTEN BEEN RESISTANT TO NEW IDEAS AND HERETICAL ACTIVITIES. AS EARLY 
AS 380 BC PLATO URGED AUTHORITIES TO EXPURGATE HOMER FOR IMMATURE READERS, DURING THE 16TH CENTURY, POPE PAUL 
IV ORDERED MICHELANGELO TO PAINT PANTS ONTO THE DISCIPLES WHO FLEW AROUND THE CEILING OF THE SISTINE CHAPEL. IN 
1989 Dr. Seuss’s “THE LORAX” WAS CHALLENGED IN THE LAYTONVILLE, CALIFORNIA UNIFIED SCHOOL DISTRICT BECAUSE IT 
“criminalizes the foresting industry,” AND MOST RECENTLY, "HANSEL AND GRETEL” BY THE BROTHERS GRIMM, HAS BEEN 
CATAPULTED INTO THE NEWS FOR IT'S DEPICTION OF WITCHES! HAS IT COME TO THE POINT WHERE ALL AUTHORS WILL BE FORCED 
INTO HIDING AS SALMAN RUSHDIE WAS, JUST FOR EXPRESSING THEIR VIEWS? 


ARTICLE 19 OF THE UNITED NATIONS UNIVERSAL DECLARATION OF HUMAN RIGHTS STATES: “Everyone has the right to 


freedom of opinion and expression; this right includes freedom to hold opinions, without interference, and to seek, 


receive, and impart information and ideas through any media regardless of frontiers.” 


ANY COUNTRY BECOMES A CULTURAL DESERT IF THESE FREEDOMS ARE NOT PROTECTED. THE UNITED STATES IS A DIVERSE 
COUNTRY WITH DIVERSE VOICES. THIS IS WHAT BRINGS VIBRANCY TO OUR CULTURE. 


THE I.F.U.C 1s A RARE EXAMPLE OF AN INSTITUTION SOLELY DEVOTED TO PROMOTING ICONOCLASTIC ACCOMPLISHMENTS. AS A 
NON-PROFIT 501(c)(3) ORGANIZATION, THE I.F.U.C. ACTIVELY SEEKS OUT THE NONTRADITIONAL AND SOMETIMES UNPOPULAR 
ARTIST AND PROVIDES A SOURCE OF FUNDING FOR THEIR PIONEERING EFFORTS. A CONSTANT STRUGGLE FOR ANY ARTIST IS HOW 
TO MAKE A LIVING AND CREATE AT THE SAME TIME. THE I.F.U.C OFFERS A UNIQUE ASSISTANCE PROGRAM THAT FOLLOWS THE 
ARTIST AROUND THE WORLD. WE SUPPORT THE ARTIST IN MORE WAYS THAN JUST SIMPLY FUNDING A PROJECT. THE I-F.U.C 
CONTINUES SUPPORT THROUGH VARIOUS LEGAL, MANAGERIAL AND PROFESSIONAL MEANS. THIS INCLUDES SEMINARS, WORKSHOPS 
AND COUNSEL FROM EXPERTS IN THEIR RESPECTIVE FIELDS SUCH AS TAX, COPYRIGHT, AND CONTRACT LAW. THIS SUPPORT IS 
PROVIDED STRICTLY WITHOUT INTERFERENCE AND WITH NO STRINGS ATTACHED, CONTRARY TO CERTAIN GOVERNMENT AND 
CORPORATE FUNDING WHICH OFTEN REQUIRES UNACCEPTABLE COMPRISING CONDITIONS. THE GOAL OF THE I.F.U.C. 1s TO ALLOW 
THE ARTIST MORE TIME TO CREATE AND LESS TIME SPENT ON WORRYING ABOUT WHERE HIS OR HER NEXT MEAL 1S COMING FROM 


ANOTHER GOAL OF THE I.F.U.C, 1s TO UNIFY THE ART WORLD BY FUNNELING FUNDS FROM ESTABLISHED ARTISTS AND PATRONS 
OF THE ARTS TO SUPPORT THE UP AND COMING ARTIST. RECENTLY, THE ROCK GROUP AEROSMITH DONATED $10,000.00 To MIT's 
List VISUAL ARTS CENTER, WHOSE EXHIBIT WAS CANCELED WHEN FUNDING BY THE NATIONAL ENDOWMENT FOR THE ARTS WAS 
WITHDRAWN DUE TO "some nudity and graphic use of body parts.” THIS INSPIRING STATEMENT BY AEROSMITH IS AN ALL TO 
UNCOMMON OCCURRENCE. BY IMPOSING PERSONAL POLITICAL AGENDAS ONTO THE FUNDING PROCESS OF THE ARTS, OUR 
GOVERNMENT HAS SEARCHED FOR EXPRESSION SO BLAND IT OFFENDS NO ONE. AS A RESULT, CONTROVERSY IS FEARED, 
CREATIVITY 15 STIFLED AND ARTISTS CONTINUE TO LABOR UNREWARDED. THE ACTING DIRECTOR OF THE NEA, ANNE-IMELDA 
RADDICE, HAS SAID IT HERSELF, “if We find a proposal that does not have the widest audience ... we just can't afford to 
fund that.” UNTIL RECENTLY, THE NEA HAS DONE FINE WORK IN PROVIDING FUNDS FOR MAINSTREAM ART; BUT THERE 15 A 
DEFINITE NEED FOR AN ALTERNATIVE SOURCE OF FUNDING FOR EXCITING NEW TYPES OF ART. "A democracy chronically 
fearful of new ideas would be a dying democracy.” (DWIGHT D. EISENHOWER IN A LETTER TO THE AMERICAN LIBRARY 
ASSOCIATION) 


A HARRIS POLL LAST FEBRUARY SHOWED THAT 80% OF AMERICANS FEEL THE “arts need to operate freely with a minimum of 
government control.” HOWEVER, THE WILL OF THE PEOPLE HAS ONCE AGAIN BEEN THWARTED BY POLITICAL APPOINTEES IN THE 
NEA WHO OVERRULED THEIR OWN ADVISORY PANEL'S DECISIONS IN FOUR RECENT GRANT APPLICATIONS. THE ARTISTS INVOLVED 
WERE FORCED TO SPEND NEARLY TWO YEARS IN COURT TO RECOVER WHAT WAS RIGHTFULLY THEIRS AS TAXPAYING CITIZENS. 


THE I.F.U.C PRIDES ITSELF ON PROVIDING A SOLUTION. WE ARE SUPPORTING TODAY'S CREATORS WHILE THEY ARE STILL ALIVE 
AND EVOLVING THEIR ART. BY UTILIZING ITS PROFESSIONALLY TRAINED SCOUT TEAMS TO SEEK OUT WORTHY ARTISTS, THE 
ILF.U.C. CAN BE INSTRUMENTAL IN DISCOVERING NEGLECTED GENIUSES LIKE VINCENT VAN GOGH AND MOZART FOR OUR TIME. 
JUST IMAGINE, IF SOMEONE HAD INTERVENED IN THOSE TWO TRAGEDIES, TODAY, WE WOULD HAVE DECADES MORE OF THEIR 
WORK TO SAVOR 


THe I.F.U.C HAS ALREADY RECEIVED DONATIONS OF DATABASES, OFFICE EQUIPMENT AND RECORDING STUDIO TIME. YOUR 
GENEROUS DONATION WOULD ENCOURAGE TALENTED SCULPTORS, PAINTERS, MUSICIANS, AUTHORS, PERFORMERS AND 
PHOTOGRAPHERS. YOUR CONTRIBUTION WOULD ALSO ASSIST UNIQUE CREATORS SUCH AS A GROUP OF NEW York CITY GRAFFITI 
PAINTERS WHO DESERVE EXPOSURE BEYOND THE RUN-DOWN, ABANDONED ALLEYWAY AND OUR SPECIAL PROGRAM FOR DISABLED 
ARTISTS. 


THE FUND RAISING ASPECT OF ANY CHARITY INCLUDES ADMINISTRATIVE CosTS, BUT THE BULK OF ALL FUNDS WILL BE USED TO 
ASSIST ARTISTS. ALL CONTRIBUTIONS ARE TAX DEDUCTIBLE TO THE EXTENT PROVIDED BY LAW. 


INstITuTE FoR UNPOPULAR CULTURE, 1850 UNION STREET, SUITE 1523, SAN FRANCISCO, CA 94123. 


@ he historic narrative of design became a significant portion of my design process, reasoning not 
according to the logic of time but according to the logic of tradition, which seemed the best way 
to attempt to produce design that communicated by maximizing the use of the public's 
increasing sophistication in visual literacy. Just as legibility in type relies on what the reader is 
most used to seeing, the legibility of what a style of typeface signifies relies on the readers 
experience of seeing other messages in specfic typefaces and connecting the two. So by using 
this narrative | hoped | would be able to work in a way that used tradition to symbolise some as 
yet unknown way forward and to reconsider the media not as a transmitter of ideologies, but as 
an ideology itself. Consequently it became difficult for me to use typefaces that were not directly 
relavant to the narratives, they all seemed too time specific and almost irreverent to the 
‘contemporary’ content of the work. 


| designed Missionary at a time when the poeple around me were interested in exploring the 
Ga = 

essence of legibility. what was more interesting to me were the e@ = oferic reasons that had 

been changeing letterforms for hundreds of years, the tradition of typographic evolution. | 

wanted to show how this episode of renewed interest in legibility fitted into the tradition and 

what subconcious power was driving it. 


| think Missionary is a direct result of this search. The screen av, film @h. computer) has 

we 
affected the spatial concept of the printed page by replacing it as the principal vertical environment. 
The page has been changed in that it now represents an increasingly lateral or horizontal plane with 
significant consequences to the symbolism and ideology of graphic design. This ‘new grid’ is 
demonstrated in the work of what Ed Fella self inclusively calls the Neo-designers. In Fella's own 
work three-dimensional typefaces sit on the horizontal white of the paper. and text is no longer 
balanced in the traditional way—the architectural way of according subjectively to a force toward 
the bottom of the page. But there is a paradox, most of the new typography originates on the 
screen, though | suspect this is more a modus operandi than a contradiction, and an area of 
research which really interests me. 


¥ Grime of crisis the mercantile West turns once more to the world of the Earth.” 
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increasingly percieved by the designer as an 
organic medium, coming from the Earth, and 
ina time of global deforestation, as a living 
surface with an inner being rather than the inorganic Cartesian plane it was to 
highlights the living relationship between type and the paper environment. 
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Missionary was conceptualised in light of these ideological interpretations of graphic design in a time of renewed 


interest in humanist sans — rifs like Rotis, Meta, Neulin and Toulon, and what | would call ‘neo-humanist sans 
serifs’ like Template Gothic and Manuscript. 


eered i aes 


“the estrangement of the sans serif lerteeform 
was in truth a symptomatic expression of 
increasing alienation of modern rational man 
fcom the world, it was therefore not 
co-incidental thar ducing the decade of the 
nineteen twenties in whic ual 
language was being artic ahe 
eighties when it was cevisitgg) thar the same 
age was being veeballipeipressed in the 
existentialism of the German philosopher 
sortin neidigareit yeteen twenty seven 


book ‘eeing and things 


jack #. wallramson 


sionary also alludes to a previous era, and is most similar to the vernacular lettering of the Celtic manuscripts of 
the Dark Ages, a period after the Romans left Britain. In this sense the type face is symptomatic of my desire to live 


in a neo-dark age, the New Dark Ages. A time when, as at the time of the decline of the Rom: _ > mpire. new 
ideas and influences are being applied to the roman alphabet. when a great international power is breaking down 
thanks to its own ungovernable complexity. when an empire has ‘barbarians’ pressing al its borders in eagerness to 
sieze a wealth that has been denied them. but of which they have received the same channels of communication. 
(The same TV soaps and ad’s are received daily by both ladies in the suburbs and farmers in remote rural villages in 
the Third World. In this sense all mass media communication is ambiguous.) 


Bi ee noess of the Great pox (ar once military, civil, social and 
ultucal) initiates a period oFeconomic crisis and power vacuum, bur 
iv is only a justifiably anticlerical ceacrion that has sanctioned 
Sering the back Ages as being so ‘dack’. n fact even the easly mada 
‘ges (perhaps more ame ‘after the millenium) weee a 
peciod of inccedible intelectual impassioned dialog among 


__barbacian civilizations, 
christian-eastern elements, a time of foueneys and encounters when 


tisk wonks ccossed xucope spreading ideas, encouraging oading 
Promoring foolishness of avery description.” ~ 


an heritage and 


w.Eco 


<7 emocratica was a synthesis of the connections | saw between the crude struggle for democracy in the former 
USSR and the crudeness of the many recent modular typeface designs. | tried to concieve the individual 
letters as people who wanted the same so called freedom of others but which was in actual fact just another 
; © — set of rules. People were designing so many modular typefaces that it made me mad. 


bemocratica 
SACRE EG Slee MeOVONS Wi Ye 
acegitkmoqgsuwy 


The cut, copy paste ethic of the Mac was producing typefaces that were so unsympathetic to the Roman 
Tyrolia framework that they emulated, they seemed more akin in method to the gothic style of regulated textural pen 
S m 0 U strokes that preceeded the humanistic trends of the Renaissance. To me it appeared as an almost 
a Neo-Medieval struggle to return to the striking graphic quality of the blackletter, and the rigid spacing 


tmouu constraints that the eighteen unit system had imposed on letterforms but of which we are now completely 

ae freed. From these ideas and the popular parallel between typography and architecture | developed Tyrolia, a 

pseudo-fractur. I'd read that the architectural style of cathederals sometimes changes from ground level to 
fos 

spire due to the time it took to construct such triumphs of religous belief.” * yrolia is predominantly 

cio 
blackletter at the baseline end Bodoni at the top. It was also a hommage to the Austrian Tyrol where | go for 
holidays. an area between Germany, home of the blacliletter, and Italy, home of Giambattista Bodoni. 


Some words about image. 


ay 
) 
Applicationsilike Bes.nsiedhop now treat images like liquid, or the surface of liquid. which is always 


horizontal (this horizontal idiom maybe considered as an anagogical metaphor of the creation of life, i.e. 


from above, or for the Darwinians—from the water). Their precision effects the intuitive processes of design 
and opens up the field to numerological intuition. 


what is 


God? Heis length, width, height and depth.” 


we +. pernard of clairvauit, on consideration. 


When | drew the title page for The Boys Art Companion’ I began to use imagery as a medium to explore 

and develop my ideas on the nature of the perception of beauty, the possibility of the indeterminable 

addressee, and as a page that transmits those ideologies which the addressee receives according to codes 
%7 


originating in». is/her social situation, in his/her previous education, and the psychological 
tendancies of the moment. These ideas have been influenced by the photographs of Patrick Demarchelier. | 


love them because they represent obvious western ideals of natural beaut 3 $®, and because I'm also 


oe: 


suspicious of them. They seem so ornamental and contrived but with a precision | €an never grasp. The 
poses seem to have the same fluidity of expression that the Mac gave me, and which in turn I've started to 
use in my drawing. | re-discovered the sensuality of the pencil in the dexterous experience of Voguesque 
females appearing from the white paper infront of me, and it still fascinates me. You realise just how 
natural it is to make images, a feeling that | had lost in the verticality of the Mac's screen, though | think 


mousemanship can be appreciated in some peoples work, just as penmanship is apparent in some 
traditional illustrations. 


Design his artic Miles Newly fonts Nevin Sans (et, Demers, Tyla, Sabbath lack, Durer and Misslonay hanks oT Foster and Stat the Funky Bos ens, 


Arizona 
MESA 

STINKWEED'S RECORD EXCHANGE 
Tucson: 

BOoKMaN’s 


California 
Berxetey 

Dave's Smoxesor: 
Buitoer’s Booxsource 
Lona BEacu: 

TEN TON RECORDS 

Los ANGELES: 

LACE BooxsTore 
Boox Sour 
CENTERFOLD 

DaILy PLANET 
MELRosE News 
MENDOCINO: 

FLATLAND 

OAKLAND: 

Dave's SMOKESHoP 
Pato AtTo: 

PRINTER'S INC 

SAN D1EGO; 

SEVENTH NEAR B. 

SAN FRANCISCO: 
AERIAL 

BuiLveR's Booxsource 
BooxsmitH 

FARLEY's 

Harowp's 

THe Nakep EYE 
RUSSIAN HILL LITTERARIA 
WILLIAM STOUT ARCHITECTURAL BooKS 
Museum oF MODERN ART MUSEUM BooKs 
SANTA CRUZ; 

Lenz ARTs 

SANTA MONICA 

HENNESSEY AND INGALLS 

SANTA ROSA 

Sawyer's News 


Colorado 
Boutper: 

Boutber Bookstore 
Denver: 

THe TATTERED Cover 


Georgia 

ATLANTA 

OxFoRD Booxs 
ARCHITECTURAL BOOK CENTER 


Hawaii 
Honotutu: 

In Desion 
ANIMALS ATE THEM 


illinois 
CHICAGO: 

‘THE MUSEUM OF CONTEMPORARY ART 
Urnus Oneis 

THE ART INSTITUTE 


Maryland 
Batrimore. 
Louie's Book Store CAFE 


Massachussetts 
Boston 

AVENUE Victor HuGo BooxsHoP 
THE TRIDENT 


Michigan 
BLoomFieLo HiLts: 
CRANBROOK ACADAMY OF ART BooKsTORE 


Minnesota 
MINNEAPOLIS: 
MUSEUMSHOP. 
WALKER ART CENTER 


Missouri 
Sainr Lous: 
LeFT BANK Booxs 


New Mexico 
SANTA Fe 
DOWNTOWN SUBSCRIPTION 


New York 
New York City. 

PRINTED MATTER 

THE MUSEUM OF MODERN ART BooxsTorE 
SHAKESPEARE G COMPANY 

SPRING STREET BOOKS 

ST. Mark's BooKstop: 
TypoGRam. 

UntitieD Il 

Nikos MAGAZINE SHOP: 

DINA MAGAZINE 

NewsBar 


Ohio 

Cotumsus: 

LITTLE Proresson 
For THE RECORD 
WEXNER CENTER 
Dayron: 

Books 6 COMPANY 


Oregon 
EUGENE: 

Book Mank 
PORTLAND: 

ART MEDIA 
Powett's Books 


Rhode istand 
PROVIDENCE: 
RISD Bookstore 


Texas 
AUSTIN: 

Europa Bookstore 
Nuvo 

FINE PRINT DISTRIBUTION 
Dattas 

Nuvo 


Washington 

Searri 

Reap AU. Agour 1 
SEATTLE ART 

Steve's BROADWAY News 


Washington, D.C. 
Booxwonxks 
FRANZ BADER 


Wisconsin 
MILWAUKEE: 
Harry W. ScHWaRz 


info 


EMIGRE IS AVAILABLE IN THESE 


tores 


European 
subscribers might 
want to contact 
subscription agencies 
Bruil & Van de Staaij 
in Holland or Vera 
Kopp in Germany for 
swift and damage- 
free delivery of 
Emigre magazine. 

in Japan please 
contact Hakuo 
Trading Company. 


BRUIL & VAN DE STAAIJ 
Postsus 75 

7940 AB MEPPEL 

THE NETHERLANDS 
PHONE: 05220 - 61303 


GRAPHIKVERSAND VERA Kopp 
PostFacH 1149 

D-6454 BRUCHKOBEL 
GERMANY 

PHONE: 06181 - 75057 


HAKUO TRADING COMPANY 
KOJIMACHI SHINE BLDG. 

8F, 4 KojiMacui, 4 - CHOME 
Cxiyopa - Ku 

Tokyo 102 JAPAN 

PHONE: 03 - 3239 - 0666 


Australia 
MELBOURNE 
PERIMETER 
SyDney. 
Remo 


Belgium 
ANTWERP: 

Zuip - MAGAziNE 
DIERCKSENS ~ AVERMACTE 
Brussets: 

CaNDive 

Post - ScripTum 
TROPISMES 

Korraisx: 

TueoRIA 


Canada 
Monraéat, Quesec 


Four-ISSuUE SUBSCRIPTIONS 


Emigre Music 
IS AVAILABLE IN THESE STORES: 


UNITED STATES $28.00, CANADA $35.00, EUROPE & Asia $58.00 
SUBSCRIPTIONS BEGIN WITH THE NEXT AVAILABLE ISSUE. 
SUBSCRIPTION RATES INCLUDE SHIPPING AND HANDLING. 


California 

Benncie. 

Avorta Reconos 

Lropoto Recoaps 

Rasruri's Reconos 

Fresno: 

Dawn's Reconos 

ono Beacn 

Ten Tow REconos 

BaAcK Issues Etc ta 
a os Anaetes 

Avon's 

Ruwo 

San Praweisco 

Arm 

Reckless 

Rov Trane 


EMIGRE 16 (SouND DesiGNn) - $7.95 
EMIGRE 17 (Wise Guys) - $7.95 

EmiGRre 18 (Type-SiTE) - $7.95 

EMIGRE 19 (STARTING FROM ZERO) - $7.95 
EMIGRE 20 (EXPATRIATES) - $7.95 

EmMiGRE 21 (CALARTS/NEW FACES) - $7.95 


Colorado 
Denver, 
Wax Trax 


Florida 
Duneoin 
econo EMPoRiue 


EMIGRE 22 ("TEACH") - $7.95 Beate 

Emicre 23 (CuLPRITS) - $7.95 ane 
Hawaii 

EMIGRE MAGAZINE 3-POSTER SET Gee For Yours, Now Stor Desionano Bucne Macazne rosrers)- $15.00 [ieee 
In DEsion 


BOOKLET SET cPucrune me Soumwesr, Views oF Traves, Deanaztzarion, Possrivety Pacvaee) Lnren numaen avanasie:- $10.00 ‘AnreAats ATE THEM 


EMIGRE "GLope” T-sHirT - $12.00 

FACELESS POSTER - $8.00 

Press TIME! 5-POSTER SET - $50.00 

CALIFORNIA RESIDENTS ADD 7.75% SALES TAX ON ALL ITEMS! 


idaho 
Boise: 
AARDVARK RECORDS 


illinois 
Cureaco: 
Ean Wax 
Recatess 
Wax Trax 


Minnesota 
MINNEAPOUS: 
NORTHERN Licirs Music 


Compact Discs & CASSETTES 
Montana 
Missous 

Rockin’ Ruy 


STEPHEN SHEEHAN - INNOCENCE AT WILL - CD $13 


Nebraska 
Uuncoun: 
Pickus 


Fact TWENTYTWO - ENERGY, WORK & POWER - CD $13 Oman: 


Home’ Reconos 


New Jersey 
EveERY GooD Boy - SOCIAL GRACES - CD $13/Cass $8 Laie aloes 

New York 
BINARY RACE - FITS & STARTS - CD $13/Cass $8 pata 

‘New Yorx Cre 

Rene Ree 

Wauassvice 
BASEHEAD - PLAY WITH TOYs - CD $13/Cass $8 ew ont aR os 
Ohio 

Cinernnare 

Grete 

Couunaus 

Fon Tie Recono 
MacNoUa THUNDERPUSSY 
Worto Reconos 

To1s00 

B Bor Reconos 


SUPERCOLLIDER - SUPERCOLLIDER - CD $13/Cass $8 


FACTTWENTYTWO - THE BIOGRAPHIC HUMM - CD $13/Cass $8 
DELUXE CD $18 
RAY CARMEN - NOTHING PERSONAL - CD $13/Cass $8 


Oregon 
Poxrtano, 
Musie MiLtentumt 


Pensyivania 
PrrvseuRcH: 


Every Goop Boy - BALING WIRE & BUBBLEGUM - CD$13/Cass $8 fy "5 


Texas 
rir 
AUDIOAFTERBIRTH - COMMBINE - CD $13/Cass $8 Bue 
hei 

wi 

feoree 

Sun ExeRANCE 


Le DERNIER MoT 
ToRONTO, ONTARIO. 
SWIPE BooKs | 
Paces 


England 

Lonpow: 

THe VIRGIN MEGASTORE 
THE ICA ~ THE MALL 


— Virginia 
Nore 

Music Man 
Vieaita Beace 
BIRDLAND 


We AccEPT PAYMENT BY VISA, MASTERCARD 
AMERICAN EXPRESS AND OPTIMA. 


et | ( 800 ) 944 902 osninatn 


EAsy STREET 


jashington, D.C. 
Booxworks. 


France 

Panis O1ssoH's 
FLAMMARION 4 

ee ee For inrormation cau.(916) 45 1 4344, orrax (916) 451 4351. Wisconsin 
Germany oa = — J prone 
Brucnxoaet Plus 

Vera KorP Tower Reconos Srones 


The Nethertands 
AMSTERDAM: 

ISLAND INTERNATIONAL 
ATHENEUM BOOKSTORE 
MEPPEL 

BRUIL & VAN DE STAAI) 


YOUR OUTPUT JOBS TO ANY OF THESE SERVICE BUREAUS: 
New Yorx City, New York: TyPooRam 212-505-1649 
New York City, New York: THE SARABANDE PRESS 212-473-0888 | 


Japan 
Tokyo 
Haxuo TRADING COMPANY 


New Zeatand 
AUCKLAND 
PROPAGANDA DistriauToRs Lr. 


Singapore 
BASHEER Grapuic Booxs 


TuLsA, OAKLAHOMA: TYPE HOUSE 918-585-5561 
Los ANGELES, CALIFORNIA: ALDUS 2|3-933-737| 
SANTA MONICA, CALIFORNIA: ANDHESEN TyPoGRAPHICS 310-452-5521 
IRVINE, CALIFORNIA: TYPEGRAPHICS 714-250-8550 
PALO ALTO, CALIFORNIA: THE TyPEMASTERS 415-329-8973 
SAN FRANCISCO, CALIFORNIA: MAstERTYPE 415-781-8973 
SAN FRANCISCO, CALIFORNIA: LASER TYPESETTING Grapuics 415-398-2527. 
BERKELEY, CALIFORNIA: HUNZA GRAPHICS 510-549-1924 
SACRAMENTO, CALIFORNIA: THE ELECTRIC PAGE 916-448-4814 


THESE SELECT LOCATIONS PROVIDE TYPESETTING WITH ALL EMIGRE FONTS, IF 
YOU HAVE PURCHASED EMIGRE FONTS, YOU MAY FIND IT CONVENIENT TO TAKE| 


New York City, New York: KENNEDY TyPOGRAPHERS 212-627-8006 
New York Ciry, New Yorx: Boro TyPocRaPHics 212-475 

New York Crry, New York: QuatiryPe 212-765-7000 

MINNEAPOLIS, MINNESOTA: GreAT Facts, INc. 612- 339-2933 


Typesetting: AROUND THE NATION 


lEngtand 


ATTENTION COLLECTORS! | 


EMIGRE STILL REMAIN. | nano” 


PLEASE CALL FOR AVAILABILITY ON EmiGRE | 


850 
14 AND 15; $30 


OR A MORE DETAILED 
DESCRIPTION OF OUR PRODUCTS 
PLEASE CONTACT US TO RECEIVE 


AF R E E Emicre CATALOG 


SEND A GIFT TO A FRIEND: 

To SEND AN ORDER AS A GIFT, SIMPLY ENCLOSE DELIVERY 
INSTRUCTIONS WITH BOTH YOUR AND THE RECIPIENT'S 
ADDRESSES. WE CAN ALSO ENCLOSE ANY MESSAGE OR NOTE 
CARD THAT YOU MAY WISH TO SEND ALONG 


CANADA, TORONTO ONTARIO: MOVEABLE TYPE INC. 416-532-5690 


